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Abstract	 Rachel Esther Harrison
Dorothy Elmhirst and the Visual Arts at Dartington Hall 1925 - 1945.
This thesis has been written with the intention of providing an account of the development of
the visual arts at Dartington Hall in the inter-war period. Particular emphasis has been placed
throughout on the role of Dorothy Elmhirst, the joint founder of the Dartington project, in the
creation of one of Britain's most innovative experiments in rural regeneration in the twentieth
century. Dorothy was a woman of considerable wealth, but her contribution to the Dartington
enterprise extended beyond merely financial considerations. Her background as an American
heiress enables, in the early stages of the thesis, an evaluation of her patronage of
contemporary British art in the early thirties and an understanding of her commitment to
social change, which found its ultimate expression at Dartington.
Providing a wealth of previously unseen material, the thesis argues that Dartington's
contribution to current art historical enquiry lies in the promotion of modem art on the estate
and in the publication of The Visual Arts Survey, a comprehensive report on the position of
the visual arts in England. The establishment of an efficient arts administration at Dartington
was essential to the success of both these ventures, thus the thesis also documents the
inception and expansion of the arts administration on the Dartington estate. In many ways,
the achievements documented in this thesis are the result of the bringing together of the right
people at the right time. Dorothy's belief in the central role of the artist in society prompted
her to establish one of the largest privately funded enterprises in artistic experimentation in
recent British history. Dartington's contribution to the visual arts in Britain in the inter-war
period may be seen to encompass a wide range of issues relating to arts patronage. By
addressing such concems this thesis squarely locates the Dartington project within current art
historical enquiry relating both to the promotion of modernism and discourses concerning arts
funding in the post-war period.
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Introduction.
Dorothy Elmhirst came to England with her second husband, Leonard, in 1925 to initiate an
experiment in progressive education and rural regeneration at Dartington Hall in Devon. (figs.
1 & 2). During a period of crisis in the rural economy following the collapse of agricultural
industry, the Elmhirsts began a process of renewal that continued throughout the interwar
period and centred on the creation of a prototype model of rural reconstruction involving
experiments in education, agriculture, forestry, architecture and light industry. The arts
formed an integral part of the venture, and in the late twenties and early thirties Dorothy
actively participated in the expansion of arts activity on the estate, becoming one of the
leading patrons of the arts in England.
Whilst Leonard was mainly concerned with the development of agriculture and industry, and
the restoration of the ancient buildings, the arts were associated with Dorothy. Although she
developed a personal interest in the theatre, Dorothy wanted to achieve at Dartington a
synthesis of the arts and drew to the estate many individuals who shared these ideals, making
Dartington a centre of artistic innovation and excellence. Dorothy's perception of the arts as
a unifying force in society led her to become one of the foremost private patrons of the arts in
England. Her active role in the promotion of the arts at Dartington may be observed with
particular clarity in the development of the visual arts on the estate, thus the thesis focuses on
Dorothy Elmhirst and the visual arts at Dartington Hall between 1925 and 1945.
Writing a history of the formative years of the Dartington experiment in 1958, Victor
Bonham-Carter stated that, 'Dartington is the most important private enterprise ever
undertaken in the economic, social and cultural rehabilitation of a rural area', and noted that,
'...every activity at Dartington, commercial or otherwise, has been designed and developed so
that it should have in whole or in part a bearing on the outside world.' It is with this
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statement in mind that the reader may approach the subject of the visual arts at Dartington. In
many ways, this thesis has been shaped by a concern to organize and present a vast amount of
archival material in such a way as to make it more than simply an historical account of events
and personalities as may be gleaned from current biographical studies of the subject. It is my
contention that the emergence of the visual arts at Dartington during the inter-war period may
be seen to encapsulate more than any other aspect of the arts the concerns of the founder,
Dorothy Elmhirst, and in addition produced the most concrete example of Dartington' s
centrality to the development of the arts in post-war England.
As may be seen in the diagram celebrating the 500th edition of the estate newsletter, News of
the Day, printed in March 1934, (fig.3), twelve departments were represented in the early
phase of Dartington's history, and of these the arts occupied only one section entitled, 'dance
drama'. Thus it must be borne in mind that the Dartington project was concerned with a wide
variety of undertakings, and that the arts were but one small part of the whole venture. In
addition, the visual arts have until now been viewed as the least important aspect of the arts
on the Dartington estate, with most emphasis being placed on the crafts, (figs.4 & 5), dance
(fig.6), drama (fig.7), and music (fig.8). In fact, the visual arts did not emerge as a discrete
facet of the Dartington venture until the formation of the art section of the arts department in
November 1935. Before this time, the visual arts served a subsidiary function in supporting
the performing arts through costume and set design, and the teaching of drawing to
complement ongoing dance and drama training. The emphasis was on the function of
drawing as a unif'ing activity, and it was not until 1939 that painting and sculpture were
actively promoted as a separate programme of study.
The thesis is thus solely concerned with the promotion and reception of the visual arts at
Dartington to the exclusion of the other arts activities on the estate such as dance, drama,
music and the crafts. The reason for this is because whilst it must be acknowledged that the
existence of these other aspects of the arts provided the overall context in which the visual
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arts emerged during the thirties, any treatment given to areas outside this specialism would
detract from the overall thesis and open the discussion to excessive generalization. Thus
whilst it maybe argued that this thesis presents a rather distorted field of vision as it neglects
through force of argument certain key aspects of Dartington's contribution to the arts, it does
so in order to adequately consider a significant component of Dartington's history that has
been overlooked and marginalized in comparison with other aspects of artistic activity on the
estate.
The decision to reject the designation 'fine arts' in this dissertation in favour of the more
broad term 'visual arts' has not been taken lightly. Whilst it is true to say that the first half of
the thesis is concerned mainly with the fine arts, by 1940 the arts department had expanded to
such an extent that use of this term to indicate the scope of the thesis would be inaccurate. So
whilst the term 'visual arts' has been selected as most suited to the concerns of the thesis, in
effect this is taken to mean essentially the fine arts but also includes references to theatre and
costume design, and, in terms of the final chapter on the Visual Arts Survey, debates
concerning the arts and industry. The organization of the six chapters of the thesis has been
planned to trace a specific trajectory relating to the development of the visual arts at
Dartington. The thesis demonstrates the processes by which this one particular aspect of the
Dartington project emerged from within a privately funded rural community and expanded to
the point at which its concerns became of national importance and influenced the
reorganization of arts policy in England by providing a blueprint for arts administration in the
immediate post-war era.
Reviewing the existing body of research in the first chapter, it becomes immediately apparent
that the subjects of architecture and the crafts have received most attention in recent years.'
In relation to the visual arts the artist Mark Tobey, (fig.9), who came to Dartington in the
thirties, has been the subject of two dissertations both of which focus on his Baha'i faith and
the influence of the Far East upon his art. 2 To date there has been no comprehensive account
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of the history of the visual arts at Dartington Hall and very little information regarding
Dorothy and Leonard Elmhirsts' patronage of contemporary art. The thesis is thus the result
of a process of evaluation where the areas that I came to believe were of most importance and
which had yet to receive adequate analysis have been considered. In many respects the thesis
sets out to rectify an omission that has perpetuated throughout the seventy- five years of
Dartington's history. By bringing a wealth of previously unseen material to light, the thesis
contributes substantially to the existing body of knowledge, tracing the manner in which the
visual arts emerged within the Dartington experiment.
The development of the visual arts within the Dartington project can be divided into four
stages. The first stage, as observed in the second chapter, outlines Dorothy's life as a wealthy
American heiress, New York socialite and member of an elite circle of social and political
reformers. Accustomed to the opulent interiors of her father's residences, which housed an
important collection of Old Masters, Dorothy rejected the extravagance of her father's
generation in favour of a more restrained patronage of the fine arts. In the third chapter, the
second stage of the thesis may be witnessed as Dorothy's patronage extended to an evolving
interest in the work of British modernist artists upon her move to Dartington. The third stage
in the development of the visual arts at Dartington relates to a transition from Dorothy's role
as a key protagonist in the promotion of the early arts at Dartington towards the recognition of
the need for a formal organization and purpose behind the arts activities on the estate. This
resulted in the formation of the arts department at Dartington in 1934 and is discussed in the
fourth and fifth chapters, which concern the promotion and reception of the visual arts on the
estate. The final stage relates to the central position occupied by the arts administration at
Dartington in national debates concerning the position of the visual arts in England and is the
subject of the final chapter.
In the second chapter, the reader is made aware of the ways in which Dorothy's early life in
America is crucial to any subsequent understanding of her emergence at Dartington as a
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substantial patron of the arts. Dorothy's experiences concerning social and political reform in
New York established her as a radical supporter of social change. She had, from a young age,
used her immense wealth and privilege to bring about improved conditions for those afflicted
by poverty. Dorothy brought this reforming influence to Dartington through a conscious
decision to bring the arts into the realm of the everyday life of the community regardless of
age, gender or social distinction. Thus the contacts established with progressive reformers in
America proved to be equally important to Dorothy following her move to Dartington.
Seeking to reposition herself in English society, Dorothy challenged as she did so many of the
traditions of the English aristocracy through her rejection of rigid class barriers.
Dorothy's role as a patron of the visual arts at Dartington is most clearly perceived through an
evaluation of her selection of paintings and sculpture for the private quarters of the Hall. The
third chapter documents Dorothy's support of contemporary British art through her
purchasing of pictures from London galleries. Her decision to buy paintings for her home at
Dartington that reflected recent developments in British art established her as a modernizing
influence within the Dartington project. Dorothy made informed selections regarding the
types of paintings that she bought and over a twenty year period demonstrated a continued
preference for particular types of modern art. Dorothy's personal preferences in relation to
the kinds of art that she favoured also influenced the selection and appointment of resident
artists at Dartington, thus establishing her direct involvement in the development of the visual
arts on the estate.
The appointment of an arts administrator and the creation of a separate arts department in
1934 marked a crucial turning point in the history of the arts at Dartington. The process of
experimentation and collaboration between artists living and working on the estate and the
evolution of the visual arts within the arts department is the focus of the fourth and fifth
chapters. Christopher Martin became directly responsible for the coordination and
management of a rapidly expanding arts centre that had, prior to his arrival, been largely
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Dorothy's concern. Martin worked in consultation with Dorothy, but assumed ultimate
responsibility for the management of the arts department and may thus be credited as being
one of the earliest appointed arts administrators in England. The Elmhirsts supported him
throughout his ten years at Dartington and gave him the financial backing which enabled the
development of a coherent arts policy at Dartington. Chapter four charts the transition from
Dorothy's personal management of the arts on the estate to the formal institution of an arts
administration in 1934. This shift towards a more stringently regulated system was the result
of a rapid expansion of the arts at Dartington following a sudden influx of émigré artists from
the continent. The grouping together of several artists on the estate stimulated a period of
experimentation in art education throughout the thirties and led, in 1939, to the formation of
the Dartington Hall Art Studios. Documenting the promotion and reception of contemporary
art at Dartington in the mid- thirties, the fifth chapter concerns the development of plans for
an exhibition centre on the estate culminating in 1940 with two maj or exhibitions of modern
art.
Martin's revised plans for the arts department in the light of the outbreak of war culminated in
his proposal to undertake a survey of the position of the arts in England. The Arts Enquiry
positioned Dartington at the centre of developments concerning the function of the arts in
post-war England and the first report, The Visual Arts Survey, is the focus of the final chapter
of the thesis. The survey was funded by the Dartington Hall Trustees and involved key
figures within the London art world. The enquiry into the position of the visual arts in
England resulted in proposals being put forward that led directly to the formation of the Arts
Council of Great Britain. Thus Dartington became an enterprise concerned not only with
rural issues but a centre dedicated to the rebuilding of urban Britain through its involvement
in debates concerning post-war reconstruction.
It is important to acknowledge that the primary interest in undertaking this research was to
consider the manner in which The Visual Arts Survey evolved out of a process of distillation
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Chapter One.
An Evaluation of Current Published Sources.
When approaching the subject of Dorothy Elmhirst and the visual arts at Dartington Hall, the
general reader will have access to four published sources, which provide a framework for
initial enquiry. Two of these are biographical in form and provide contextual background in
relation to Dorothy Elmhirst and her life both in America and at Dartington. Both were
published in the early 1980's. Prior to this time the general public would have had access to
one book by Victor Bonham-Carter, which presents a historical survey of the period 1927 to
1957, and another, by Anthony Emery, which provides an account of the history of the Hall
dating back to the fourteenth century.
Bonham-Carter was invited by the Dartington Hall Trustees in 1951 to 'write a complete
history and appreciation of Dartington since its purchase by the Elmhirsts in 1925.' 1 He
devoted six years to the task which required him to 'sift and absorb the vast quantity and
complexity of the material: to collate hundreds of detailed reports and minutes, wade through
masses of correspondence, investigate financial accounts, and interview many past and
present of the estate.' 2 The resultant history of the Trust, which amounted to a 200,000-word
document, was not intended for publication, although it is accessible to researchers with the
permission of the Dartington Hall Trust. 3 Bonham-Carter subsequently produced a book,
published in 1958, Dartington Hall, the Formative Years: 1925— 1957, which included an
account of the school by the then Headmaster, W. B. Cuny. Bonham-Carter intended to
produce a document for the general reader which, he stated, would provide 'an honest
account of what I consider Dartington stands for...I have no hesitation in declaring my view -
that Dartington is the most important private enterprise ever undertaken in the economic,
social and cultural rehabilitation of a rural area', noting that, '...every activity at Dartington,
22
commercial or otherwise, has been designed and developed so that it should have in whole or
in part a bearing on the outside world.'4
Bonham-Carter's account provides, in the first four chapters, a condensed history of the estate
and its founders and his research has formed the basis upon which subsequent authors have
built. In the published work, he sketches the background to the Dartington endeavour,
recounting the history of the estate and the early lives of the Elmhirsts, followed by the
beginnings of the experiment itself in the form of the reconstruction and expansion of the
estate buildings and the foundation of the school. The third and fourth chapters concern the
establishment of the Dartington Hall Limited Company and the Dartington Hall Trust. In the
fifth and final chapter Bonham-Carter states, 'I have tried to put down as simply and
truthfully as I can the essential story of Dartington. I have sought to give an impression of
the historical background of an ancient English Landed property, of its continuity in time, and
of the new enterprise grafted on to it by the Elmhirsts in 1925; finally of the aims and ideas
that gave this new enterprise its force and carried it forward to the present day.' Whilst
admitting that he was 'keenly aware of the imperfections of this narrative' he expressed his
'hope to see several more books appear in the next few years - personal reminiscences, or
those dealing with special aspects of Dartington which I have insufficiently described.'5
Bonham-Carter drew attention to certain aspects of the Dartington project which merited
further research, specifically 'an evaluation of the comprehensive farm records maintained by
the agricultural economics office since 1931; a comparative study of wages and conditions of
work.. .further studies of the social impact of Dartington on the region' and most significant
in terms of this thesis, 'an expert appreciation of some of the artistic and teaching
experiments. ,6
Following Bonham-Carter' s history of Dartington, it was not until 1970 that a further
publication emerged. As the result of nine years research, Anthony Emery produced the
substantial volume, Dartington Hall, which constituted 'a survey of the owners, history, and
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architecture of what is essentially a fourteenth-century residence.' 7
 The book is divided into
two parts; the first portrays the history of the Hall and its owners and the second details the
architectural history and significance of the buildings. Most of the photographs were taken
specifically for the book. Those depicting the Elmhirsts' private quarters in 1968 provide an
important visual record, and inform the third chapter of this thesis. Emery's book is a
valuable resource, because it provides a fascinating account of the history of the Hall in
relation to its owners, and yet it was not until a decade later that the Elmhirsts themselves and
the enterprise at Dartington became the subject of biographical interest and it would be a
further decade before the modern Dartington would become the subject of further research as
Bonham-Carter had hoped.
In 1980, W. A. Swanberg produced the joint biography of William. C. Whitney and Dorothy
Whitney Straight entitled, Whitney Father, Whitney Heiress. It was aimed at a wide
audience, proclaiming to be 'a rich, sweeping saga of a family, of two marriages, of two men
and two women, and of the evolution of political and social thought that the two generations
represent.' 8 Swanberg was an established biographer and historian of popular American
subjects and his joint biography was written following meticulous research. 9 Swanberg drew
extensively on material held at Cornell University and in the Oral History Collection at
Columbia University. Members of Dorothy's family also assisted his research, particularly
Dorothy's children, Beatrice and Michael Straight and Ruth Ash. Swanberg's biography
provides essential contextual reading, which provides insight into the particulars of Dorothy's
upbringing in the United States of America and is a useful summary of the events and
circumstances surrounding her life up until her marriage to Leonard Elmhirst.
Michael Young drew on all three sources mentioned above in preparation for his biography of
Dorothy and Leonard entitled, The Elmhirsts ofDartington, which was first published in
1982. This is the most authoritative text published to date and covers the history of the
Dartington enterprise in relation to its founders. Lord Young sets out to 'sketch an answer' to
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the question of how Dartington came to be and his account is aimed at informing such a
reader as one who may purchase the text from the book shop at the Cider Press Centre at
Shinners Bridge, a popular local attraction for visitors to the area. His account includes a
substantial portion of archival material and excerpts from the Elmhirsts' personal
correspondence are of particular interest.' 0 Unlike Swanberg, Young knew the Elmhirsts
personally, having been adopted unofficially into the family in 1929, and his intimate
knowledge and understanding of the founders and the Dartington project is without equal.
The first four chapters of the book cover the introduction and details concerning Leonard and
Dorothy's lives prior to their marriage in 1925, followed by a further five chapters
considering the Elmhirsts' aspirations for education and the arts. Chapter five considers the
first two years of the Elmhirsts 1 move to Dartington, the hostility their presence aroused in
the local population and the renovation and restoration of the buildings. The sixth chapter
concerns the opening of the school and the Elmhirsts' own educational ideas, the seventh
chronicles the history of the school from the appointment of W. B. Curry in 1931. Chapter
eight focuses on Dorothy's patronage of the arts and her spirituality in relation to them and
chapter nine chronicles the early arts through to the post-war years. The tenth chapter
concerns the economic aspects of the Dartington enterprise in relation to the challenges
imposed by its rural setting, and is followed by a chapter on agriculture and forestry and
another on the revival of rural industry. The final chapter assesses the 'effect Dartington has
had' on society through the pioneering experiments instigated by the Elmhirsts. 11 The
utopian aspirations outlined in the fourth chapter, Young asserts, had the most influence on
Dartington and were characterized as 'the educational myth, the cultural myth, the arcadian
myth, the humanist myth and the scientific myth." 2
 These five myths, Young stated, 'have
shaped the structure of the rest of the book, each of them being the subject of its own
chapters.' Education was the topic of chapters six and seven, the arts in chapters eight and
nine, arcady in chapter ten, the scientific myth in chapter eleven and the humanist myth in
chapter twelve.
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These four books, then, constitute the main body of published work available to the general
reader. They were written with the intention to inform a wide audience and with the
exception of Swanberg, who considered the Whitney lineage, each book provides a
generalized history of the Dartington project and the joint founders of the experiment. All
accounts neglect an adequate consideration of the visual arts, and this is an omission that this
thesis sets out to redress. It is also interesting to note that, to date, there has been no
published biography of Dorothy Elmhirst. Both Swanberg and Young produced joint
biographies, Swanberg linking Dorothy's life to that of her father and Young focusing on
Dorothy's life with her second husband, Leonard. The thesis thus sets out to consider
Dorothy's individual and personal contribution to the Dartington project with a specific focus
on the visual arts in an attempt to rectify what may be perceived as a double omission evident
in current publications.
Recent research has begun to consider Dartington in new ways and as a subject worthy of
academic interest due to the myriad of opportunities pursued and experiments generated on
the estate. Of particular relevance for the purposes of this thesis is the essay by Professor
David Jeremiah, Dartington - A Modern Adventure, published in the exhibition catalogue,
Going Modern and Being British; Art, Architecture and Design in Devon c. 1910— 1960, and
the section on the Dartington experiment in Dennis Hardy's recently published book, Utopian
England; Community Experiments 1900 - 1945.
Jeremiah's essay focuses on the early years of the Dartington project and 'is primarily
concerned with.. .the manner in which the arts, crafts, design and architecture were used to
develop and represent the new socie.' 13 Stating that, following its purchase by the
Elmhirsts in a state of dereliction, 'Dartington had become the image of progress and the icon
of the progressive', Jeremiah contends that whilst 'the experiment in rural reconstruction
never achieved the commercial viability and economic independence that was expected. ..it
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was a new model that brought the arts and industry together in a way that could not be
ignored by the contemporary planners and politicians." 4 Jeremiah outlines the ensuing large
scale building development which, by 1934, saw the creation of new school buildings and
workers' housing on the estate and the expansion of Dartington' s vision of a modern rural
society through the development of five domestic housing projects, four of which were
situated on the Devon and Cornwall coast. His appraisal of the Elmhirsts' patronage of the
arts offers a lucid account of Dartington's experiments in rural regeneration and social
renewal. Jeremiah presents a revised critique of the Dartington endeavour, one which moves
away from a narration of the particular towards repositioning Dartington within the context of
wider developments relating to post-war reconstruction.
In the second section of his essay, entitled, New Patronage, New Enterprises, Jeremiah
concentrates on the Elmhirsts' patronage of the English crafts through their association with
figures associated with the rural English romantic movement and highlights the Elmhirsts'
formal commitment to the crafts through the early appointment of three members of staff,
Jane Fox-Strangways, Toby Fitzpatrick and Rex Gardner. 15 In linking the experiments in
pottery, weaving and industrial design with architectural developments at Dartington,
Jeremiah draws attention to 'the tension between tradition and the modern' which was the
source of perpetual conflict at Dartington, and which found resolution in such items as the
'Lamda' chair, produced by the Design Studio. Jeremiah briefly mentions the Elmhirsts'
patronage of the artist, Mark Tobey, as evidence of 'Dartington's romance with the arts' and
details the Elmhirsts' acquisition of a substantial collection of paintings by the British
modernist painter, Christopher Wood, yet asserts, 'rather than painting and sculpture it was
the crafts as art that provided Dartington with its most effective modernist statements of a
twentieth century reconstruction', as evident in Elizabeth Peacock's banners for the Great
Hall.
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By 1937, Jeremiah states, 'Philosophically, the arts and the crafts was now reaching a
synthesis of purpose...but it was the formation of the Dartington Hall Arts Studios in 1939
that provided a tantalizing glimpse of what might have been but for the advent of the second
world war." 6 According to Jeremiah, this, together with the two exhibitions of Roland
Penrose's collection in 1940, 'confirmed a growing understanding of Dartington's
commitment to Modern Art and did much to ensure that when Christopher Martin put
forward a proposal to instigate an 'Arts Enquiry into the position of Drama, Music and Visual
Arts in Britain', it was taken seriously by the government bodies.' Jeremiah concludes that,
To Dorothy, the core values of the Dartington community were constructed from the
arts. They were integral to the whole and in some form essential to the individual.. .the
arts played an extraordinarily important part in the construction of a public image of
Dartington as a radical and progressive experiment. What is worth reemphasizing is
that Dartington was about rural Britain, a modernization process intent on reversing the
population exodus, bringing about a new relationship between the city and the country,
and providing the cultural experiences readily associated with city life within a rural
community.'7
In his book, Utopian England, Community Experiments 1900 - 1945, published in 2000,
Dennis Hardy details a history of utopian experiments in England in the first half of the
twentieth century. For Hardy, utopianism, 'varies from one period to another. A utopian
scheme will invariably seek to address problems experienced at a particular time and in a
particular cultural setting, its aspirations will be coloured by popular dreams of perfection,
and the ways in which ideas are expressed are also a product of their time." 8 Noting that the
period 1900 - 1945 was a very unusual period as' in less than half a century England
experienced change of its own making and in response to international pressures, on a scale
that was probably unprecedented', Hardy states,
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The process of change was complex and variable in how it affected people. But in
terms of its direct influence on utopianism, a degree of coherence can be discerned. In
fact, four themes are especially evident; the impact of war, the social effects of
economic dislocation, the spectre of totalitarianism, and the brash new world of
modernity.'9
Hardy separates his subject into six categories, which form the basis of each chapter. 2° The
Dartington project falls into the third section on The Art of Community, which is based around
the theme of experiments designed to promote the arts and culture and which also considers
C. R. Ashbee's colony of arts and crafts in the Cotswolds and the communities formed by
Eric Gill. These examples of community experiments were all situated in rural locations.
According to Hardy, they were each 'designed specifically to reverse the perceived ill effects
on culture of 150 years of urban capitalism' and whilst 'some combined their focus on the
arts with attempts to revive aspects of country life; others looked also to the potential of
education or religion to secure lasting change.
Hardy embarks upon his critique of the Dartington project by surveying the Elmhirsts'
experiments in education, the arts and rural industry. He argues that the venture lacked a
unifying theory of change and social improvement and was born 'more through circumstance
than through the direction of a clear ideology.' 2 ' Asserting that, 'the venture was built, not on
the basis of a coherent, utopian vision, but, instead, on disparate elements of class and
privilege, social concern, and the benefits of comparative experience', Hardy blames the
position occupied by the Elmhirsts as one of the main reasons behind the failure of the
Dartington project to achieve a utopian form. 22 Hardy summarized Dorothy's contribution to
the Dartington project as 'that of a generous benefactor of the arts, no more and no less.'23
He quotes the character of Dorothea Brooke, the heroine of George Elliot's 'Middlemarch'
as stating,
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I should like to make life beautiful - I mean everybody's life. And then all this
immense expense of art, that seems somehow to lie outside life and make it no better
for the world, pains one. It spoils my enjoyment of anything when I am made to think
that most people are shut out from it.
For Hardy, the concerns of this fictional Victorian heroine who believed that art should be
'about more than indulging the tastes of the few' contrasts deeply with the aspirations of
Dorothy Elmhirst, for whom, Hardy asserts, 'the promotion of the arts was an end in itself,
and ways in which its benefits could be enjoyed more widely were altogether more nebulous.'
It would be difficult to find a view of Dorothy's role as patron of the arts more in contrast to
my own, and Hardy's assumption of Dorothy's elitist approach serves only to demonstrate the
problematic nature of evaluating Dorothy Elmhirst' s patronage of the arts at Dartington.
However, it may be argued that it is not sufficient to consider the issue of Dorothy's
patronage of the arts from the outside, that is to chart the development of the arts at
Dartington through the various 'phases' and somehow to relate that to the founders' personal
beliefs. It is far more complicated than that. Decisions were not made by the Elmhirsts
alone. They were not autocratic. The challenge lies in evaluating the contributions made not
only by the Elmhirsts but by those who also exercised the power to make decisions.
Hardy summarized his argument by concluding,
The fact is that Dartington had a great deal in its favour.. .yet, even in its own
terms, it failed to draw together the three elements of Dartington - the school, the
arts, and rural development - to create something more than the sum of its various
parts. And, beyond that, it failed even to recognize that it might have a wider
role, challenging the status quo and bringing real benefits to the population
around and, through example, to a wider constituence. This is not to suggest that
there were no immediate, nor even longer term, gains, but it is to contend that a
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fortune was spent to benefit the few rather than the many. Dartington was, in the
end, a community of indulgence, a place of privilege, rather than an important
social experiment.24
Hardy's critique of the Dartington experiment is useful primarily because it draws Dartington
into the wider context of an analysis of community experiments in the first half of the
twentieth century, which is, in itself, a subject that has received scant attention. However, in
this regard Hardy does the Elmhirsts rather a disservice in that by considering Dartington
alongside earlier ventures, which focused specifically on the revival of the crafts, the
emphasis of Hardy's critique is skewed by a somewhat uninformed evaluation of its founders
and their patronage.25
Until the publication of Hardy's survey, analysis of the Dartington endeavour had remained
the subject of a rather introverted gaze and studies were restricted to attempts to unravel a
history of events and personalities which, whilst rooted in contextual social, economic and
political background, were essentially self-referential. It has been the aim of this thesis to
evaluate the history of the visual arts at Dartington in relation to the current body of art
historical enquiry and to restore its place in discussion regarding issues of patronage. In this
way, the main tenet of the thesis may be seen to question Hardy's assumption that the
Dartington project failed to benefit all but a small elite as it brings to light new material
which suggests that Dartington made a significant contribution to contemporary debates
concerning arts promotion and arts funding, acting not only as a prototype for future arts
administration in England but also funding the first substantial enquiry into the position of the
arts in the inter-war period. In this thesis I have chosen to assess developments concerning
only the visual arts, as this area in particular has received scant attention. The purpose behind
doing so was to assert that any criticism of the exclusivity of art on the estate, with the arrival
of the professional schools of ballet and theatre, whilst valid in some respects, must not be
allowed to dominate an evaluation of Dartington' s contribution to the visual arts. In this
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respect it must be said that whilst Hardy has chosen to summarize Dorothy's personal
contribution to the arts at Dartington in less than two pages, it is my belief that the subject
warrants a more considered approach.
Of the publications relating to the subject of British art in the inter-war period, among the
most significant sources are Charles Harrison's, English Art and Modernism 1900-1 939
(1981), Frances Spalding's, British Art Since 1900 (1986), and David Peters Corbett's, The
Modernity of English Art, 1914— 1930 (1997). 26 None of these publications make reference
to the Elmhirsts or Dartington Hall and thus it is fair to say that it is a subject that has been
omitted from the mainstream of current research. Why this has been the case is difficult to
ascertain, but I would assert that it is due primarily to three factors. First, the Elmhirsts'
preference for a particular type of domesticated modernism typified by the work of
Christopher Wood and Winifred Nicholson and subsequent rejection of the aspirations of
members of the English avant-garde during the later thirties problematises any attempt to
situate the Elmhirsts at the forefront of developments in the promotion of English modernist
art. 27
 In addition, the artists that came to Dartmgton were, on the whole, individuals whose
work would not generally be associated with developments at the forefront of international
modernism. Their practices thus reinforce the image of Dartington as an interesting but
largely irrelevant phenomenon. Second, an undervaluing of Dartington's contribution to the
visual arts has been due in part to the prominence given to dance, drama, music and theatre,
which are more readily associated with the arts at Dartington. Third, the relative
geographical isolation of the estate and archive may have contributed to this omission failing
to be rectified by scholars as, without detailed analysis, evidence of Dartington's contribution
remains piecemeal and extraneous to the wider concerns of the development of English art of
the period.
Harrison's, English Art and Modernism, remains the cornerstone of current scholarship
relating to the development of modern art in England in the early twentieth century. First
published in 1981, Harrison set out to 'make a case for the strengths of some of early
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twentieth century English art', the achievements of which, he argued, were marginal when
considered with reference to contemporary developments on the continent. Harrison
presents, 'an account of what has already been singled out and considered as modern in the
English art of the first four decades of the century' in a bid to 'stimulate and assist inquiry
into the nature of modernism itself.' 28 The study was conducted as' an attempt on various
fronts to review the history of artistic modernism, and to recover a sense of the modern as a
contested and contestable value.' In the preface to the second edition, Harrison states, 'It is
now necessary to make clear what it previously seemed possible to take for granted: that the
critique of modernism (capitalized or not) has failed if all it does is usher in the conservative
as a supposed form of modernity, irrespective of whether the conservatism in question is
conceived in political or in an artistic form.' 29 He observed that 'the main dynamic within the
Seven & Five was Nicholson's, and in relation to his interests, as they had developed by the
beginning of the 193 Os, those painters whose work typified the society's naturalistic style of
the later twenties came increasingly to look like conservatives.' 30 Although the Elmhirsts
also acquired two paintings by Nicholson around 1933, the majority of the collection at
Dartington comprised works produced by members of the Seven and Five Society before
1930. Thus by Harrison's definition, the Elmhirsts may be perceived as favouring 'a
domesticated version of Continental modernism' which was, by virtue of its naturalistic style
and focus on 'native subjects', conservative in taste.
David Peters Corbett presented, in 1997, a revisionist account of The Modernity of English
Art within the period 1914 to 1930 in which he posed the question, 'Why, when during the
1 920s the impact of modernity as a social process was arguably more intimately present in
the lives of individuals than ever before.. .is modernism in any form recognizable within the
terms staked out on the continent of Europe hardly apparent until the very end of the decade?'
Citing Frances Spalding as an example of recent attempts 'to produce arguments for English
art as perennially outside the mainstream ambitions of radical modernism in Continental
Europe and North America', Peters Corbett argued that 'seeing 'the modern' in English art as
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a dialogue between the native tradition and foreign influences is feasible only if one is
defining modernism purely formally as 'the thread of development that leads from Cubism
towards Abstraction.' 3 ' Noting that Harrison's account was concerned not, 'to offer any
radical revision of the history as it has been conceived', Peters Corbett stated,
My contention is that the only way in which the problem of English modernism in this
period can be resolved is to move beyond the concern with stylistic distinctions or a
radical polarization of modernism and other practices, and to work at the ways in which
all artistic production is implicated within modernity. An explanation is not going to
come either from a strictly stylistic reading, or from attempts to polarize the argument
and insist (pace Spalding) on either modernist or non-modernist art as the real art of the
twenties. A better way to begin to answer the question of how English practice and its
connection to modernism can be properly discriminated is to consider the character of
the relationship between modernism in painting and the modernity of English culture.
This must be the point of attention if we are to understand the complex history of
modernism and its relationship to modern experience in these years.32
Peters Corbett argued that it is possible to discern various 'types of relationship...to the
experience of modernity' and that in the light of this revised methodology, 'the relationship
of English art practice in the period of modernism may therefore be rethought as a continuum
of relationships to critical modernism.' He stated,
Once we are prepared to see modernity as a changing complex of processes which take
on a particular colouring in certain places and at certain times, then the way is open to
shift attention from the suspect history of modernism in England to an interpretative
description of its place within a more generously drawn historical situation. The
implicated character of aesthetic practice in culture means that even work which is not
modernist, or which is modernist but not 'avant-garde', takes part in the negotiation and
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constitution of modernity, in the construction and contestation of 'regimes of truth'
about the conditions of existence.33
Thus Peters Corbett's revisionist methodology offers a broader perspectival position in that
works which hitherto were perceived as outside the parameters of inquiry into the
development of English modernism become incorporated into discussion relating to
contemporary art practice. In her book, published in 2000, Modern Lfe and Modern
Subjects, Lisa Tickner notes,
Recent work on modernism has been both interdisciplinary, and more interested in
exploring the local formation of particular modernisms than in refining the defmition of
(a singular, hegemonic) 'modernism' as such. Recent work on British modernism has
been similarly concerned to map a history of the resources, strategies and institutional
networks of modernism in a specific context. These have revealed the continuities
behind variously trumpeted ruptures with the past - the links between Bloomsbury, the
Arts and Crafts movement and such nineteenth century social and sexual reformers as
Edward Carpenter, for example, and between Lewis and Pound and the ideas of
Lawrence Binyon which they absorbed in the Vienna Cafe circle in 1909 - and the web
of connections through which modernists found, or failed to find, allies, patrons,
audiences, critics and publicity.34
Seen in the context of current scholarship, then, the concerns of this thesis - to chart the
development of the promotion of the visual arts at Dartington through the agency of its
founder, Dorothy Elmhirst - may appear somewhat circumscribed. However, this study
differs from existing research in that it is concerned specifically with issues of patronage and
the development of artistic education and promotion in rural England both on an
unprecedented scale and over a considerable period. This is an area that has received scant
consideration in any of the publications relating to English art of the period and in this regard
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alone the thesis must be seen as contributing substantially to the existing body of research. In
addition, it appears to be the case that the discipline of art history itself has in recent years
broadened in scope to encompass the wider sphere of visual culture and thus issues of
patronage which consider the shift from private to public subsidy of the arts, and which form
the basis of this thesis, can now be more comfortably located within debates relating to the
impact of modernism.
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Chapter Two.
Dorothy Whitney Straight Elmhirst: Her Background as an American Heiress.
Dorothy was thirty-eight years old when she married Leonard Elmhirst and came to England,
(fig.1O). A mature woman with three children, Dorothy was a well-connected member of
New York society whose work in the field of social welfare had established her as a radical
reformer and campaigner for women's rights. As one of America's wealthiest women, she
brought to Dartington considerable fmancial resources and yet her contribution to the
Dartington project was more than monetary. Dorothy occupied a central position in the
creation of the community at Dartington, particularly through her involvement in the arts, and
it is the depth of her involvement that will be explored as the thesis progresses. This chapter
argues that in order to understand Dorothy's contribution to the enterprise at Dartington it is
necessary to look beyond the confines of the Dartington estate, for it is impossible to provide
an adequate account of Dorothy's role in the creation of the modern Dartington without first
considering her background as a wealthy American heiress.
Dorothy Elmhirst was born Dorothy Payne Whitney in Washington D.C. in 1887 at a time in
America's history when, in the span of a single generation, vast fortunes had been made by
entrepreneurs through their financial dealings in railroads, banking and industry. Born into
one of the richest families in America, Dorothy grew up surrounded by people of wealth and
influence. Her mother died when she was just six years old, and her father when she was
seventeen so, unlike many of her contemporaries, Dorothy became both independent and
enormously wealthy at a young age, (fig. 11). Unhindered by parental restrictions, she
developed a strong social conscience and determined to put her privileged position to good
use by adding her support to numerous social reform movements in the period prior to and
following the First World War. Dorothy was a radical member of New York society, but it
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was not until she came to England that her desire for social change found its most coherent
expression in the creation of a unique social experiment at Dartington Hall.
This chapter sets out to establish that Dorothy brought many things with her when she came
to Dartington. The first thing she brought was money, and it was essential to the enterprise at
Dartington. Michael Young stated that the New York subway runs under the Great Hall at
Dartington, and it was William Whitney's fortune made from his ownership of New York's
subways and streetcars that paid for the entire venture at Dartington. The second thing
Dorothy brought was an appreciation of harmonious interiors and the ability to create an
informal atmosphere through furnishings and art works. Dorothy had learnt whilst in New
York that the use of a domestic setting was an ideal way to bring people together for the
discussion and development of ideas, and this was continued when she came to Dartington.
This brings us to the third aspect of Dorothy's contribution. As this chapter will also show,
Dorothy brought several significant art works with her from America. Her subsequent
patronage of contemporary British art, which will be explored in the third chapter,
demonstrated the continuation of a unique aesthetic sensibility formed before she came to
England. Finally, the fourth aspect of her contribution was her contacts with Americans who
later came to Dartington to help set up the school and the estate departments, and this will be
demonstrated most clearly in the fourth chapter.
Dorothy had grown up surrounded by wealth and political power. Her father, William C.
Whitney (1841-1904), (fig.12), had been one of the most influential men of his generation.
Secretary to the Navy under the Cleveland administration at the time of Dorothy's birth,
Whitney had acquired a fortune through marriage to Flora Payne but succeeded in subsequent
years in amassing an enormous fortune of his own through his financial dealings in railroads
and the tobacco industry. Upon his death in 1904, William Whitney was worth $21,234,101
which, whilst an enormous figure, was small indeed in comparison with those Americans
whose personal fortunes exceeded $100 million, such as Thomas Ryan, William Hemy
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Vanderbilt , John D. Rockefeller, Jay Gould and Leland Stanford. Those with more modest
millions included H. 0. Havemeyer, Marshall Field, Junius and Pierpont Morgan and Oliver
Payne, William Whitney's brother in law, all of whom were worth more than Whitney.
The tremendous concentration of private affluence had enormous effects on American society
as power and wealth in previously unimaginable proportions now belonged to 'new' men.
Dorothy's father was renowned in New York society for his appreciation of art and he was
regarded as a discerning patron of the arts. Lucius Beebe classed William C. Whitney as 'the
grand seigneur on an epic scale.' 2 According to Beebe, Whitney could be regarded as one of
the 'Corinthians', one who had achieved the highest levels of cultural appreciation.3 Whitney
was 'indisputably a magnifico. . .one who indulged the sybaritic taste of an authentic
Corinthian as no American has done since.' 4 However, Whitney was not merely 'new
money' in New York Society, as both he and Dorothy's mother, Flora, could claim a pedigree
that could be traced back to aristocratic roots in England.5
The Whitneys were able to claim their place amongst those select few that constituted the
cultural elite of the newly rich, an honour which merited inclusion in Ward McAllistor's list
of the famous 'four hundred'. Invited to attend a dazzling array of social events, the
Whitneys were themselves able to entertain on a scale unsurpassed in New York
Knickerbocker society. Thus Dorothy grew up in one of the most privileged households in
America. Her childhood experiences were formed at the centre of a society engaged in
extravagant displays of wealth, and the contrast between her life in New York and that
Dorothy subsequently created for herself and her family at Dartington will be explored in this
chapter. The ways that Dorothy chose to spend her wealth differed from that of William
Whitney's generation, and yet she perceived a parallel between her father's life and her own.
Aware of her father's legacy of artistic patronage, Dorothy identified strongly with his need
to surround himself with beauty. Reflecting many years later on her father's patronage of the
arts, Dorothy wrote, 'Out of the crudity and aesthetic barrenness of American life at that time
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sprang certain figures - like Pierpont Morgan and my father - who hungered for the cultural
life of Europe - and who fed their own spirits by bringing some of that beauty into their own
homes.' 6 She continued,
In my small world, in my trivial life, I seem to be following out some pattern that I see
clearly now in the life of my father. Of course there are many differences and mine is
small in comparison with his. But certain things were necessary to him and they seem
necessary to me. His hunger and thirst after beauty brought a balance into his life. For
me it is the same. The arts are essential to my completeness. (Appendix 1)
Dorothy witnessed her father's creation of a 'Renaissance palace' in New York, (fig.13). No
expense was spared in his desire to build a home filled with treasures brought over from
Europe. It was his greatest extravagance and was intended for his second wife, the divorcee
Mrs. Edith Randolph. They had married in 1896, three years after Whitney's first wife Flora
died. Whitney wanted to build his new wife a home of unrivalled splendour but, tragically,
Edith Whitney died as a result of a riding accident some months before the residence was
completed. The mansion, valued at $2,000,000 was opened on the night of January 4th,
1901, when Whitney gave a ball that was both a housewarming and a debutante ball for his
niece, Miss Helen Barney, (fig.14). The New York Tribune stated, 'Although the great rooms
are hung with rare paintings and draperies, and decorated with massive carvings, there is an
absence of the museum or show-place effect, and despite its magnificence the Whitney palace
is a home.' 7 Dorothy felt at ease amid all the splendour and recalled the Sunday evening
gatherings, where Whitney's friends would gather for concerts given by Joseph Hofman and
Fritz Kreisler. She looked back on those years spent in the newly completed mansion with
warmth, recalling as a child 'being curled up on a cushion on a far corner of our big music
room and feeling it was all a world of magic.' 8 (Fig.15). These early experiences shaped
Dorothy's perception of the world and bestowed her with an early appreciation of the arts that
was particularly related to the creation of harmonious interiors.
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Dorothy came of age at a time in New York society when the vast fortunes of the newly rich
were spent on building larger and more illustrious residences than had ever been witnessed
before. In her essay, Patronage and the Artistic Interior, Alice Cooney Frelinghuysen
describes how the nouveaux riches in America began to desire homes that reflected not only
their great wealth but also demonstrated a sophisticated taste. Thus the business of interior
decoration flourished in the 1870's and 1880's, as men like Dorothy's father enlisted the
services of architects and dealers to assist them achieve their ambitions. Whilst reserving
her analysis for the clients of Gustav and Christian Herter, the furniture makers and
subsequent interior designers, Frelinghuysen draws some conclusions from the profile of the
Herters' patrons, which are equally relevant to this thesis as they concern Dorothy's father,
William Whitney. Noting that the railroads crisscrossing North America provided
entrepreneurs with the opportunity to take part in the flurry of activity surrounding the
acquisition and merging of the railroad and traction companies, Freylinghusen states,
Not surprisingly, the majority of the Herter clients of the 1870's and 1880's had made
their fortunes in the railroad business. ..The demanding railroad acquisitions game
required a considerable investment in time, money, and energy. Therefore it is not
surprising that many of the Herter's most important clients did not seriously involve
themselves in the decoration of their houses until they had reached a mature age, when
they had both the time and the means to do so.1°
Like his counterparts, J. P. Morgan, Jay Gould and William H. Vanderbilt who were
identified by Frelinghuysen as patrons of Herter Brothers, Whitney had also made his fortune
in the consolidation of streetcars with the creation of the Metropolitan Traction Company and
the Metropolitan Street Railroad Company, which provided one of the most powerful
streetcar systems in New York. He also had shares in Standard Oil and Consolidated
Tobacco. In common with the above, Whitney did not begin work on the creation of his
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'Renaissance Palace' at 871 Fifth Avenue until he was fifty-six years old. The building had
been bought in 1897 and turned over to Stanford White (of the renowned firm McKim, Mead
and White) for remodelling, achieving completion in 1900. Whitney himself died
unexpectedly only four years later, leaving the residence and its contents to his eldest son,
Harry, who sold the house and contents in its entirety at auction in 1909, thus concurring with
Frelinghuysen's observation that, 'a sad consequence of the fact that many Herter patrons
began their opulent residences later in life is that several of them enjoyed their dream palaces
for an alarmingly short time, and some not at all."
Writing in Harper's Monthly in October 1882, M. E. W. Sherwood noted, 'There are no two
words more frequently on the lips of the present generation than these two: Internal
Decoration', nothing could be 'more beautiful, more orderly, more harmonious than a modern
New York house which has blossomed out in this fine summer of perfected art.' 12 The
prominence of the decorative arts in America at this time and the ensuing preoccupation with
the 'artistic houses' of the very rich, grew such that artists such as John La Farge, Augustus
Saint-Gaudens and Lewis Confort Tiffany began turning their attention to interior decor
themselves. The 'artistic' house became the measure by which the owner could be judged by
the rest of society, and as such was regarded as an expression of his personal taste. Such
houses were richly ornamented with Oriental tapestries, ceramics, paintings, elaborate
woodwork, stained glass and bric-a-brac, and often the owner was an active collector of such
works. The creators of this culture and their commentators regarded themselves as living in a
Renaissance during a time of huge expansion in the arts as well as in commerce and industry.
One of the clearest examples of this tendency, which occurred throughout the 1870's and
1880's, is the creation of substantial and visually extravagant houses. The success throughout
this period of the architectural firm McKim, Mead and White was based on the synthesis of
traditional Shingle architecture with an austere and imposing classicism, which, it could be
argued, was a result of a desire to impose an order on society through the creation of a new
urban culture.
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Richard F. Snow recounts the story of how William C. Whitney insisted that the renowned
architect Stanford White go to Europe to acquire art works for his Fifth Avenue home. 13
Whitney is said to have dropped in to see him at his office and said, 'White, I want you to do
me a favour. My new house on Fifth Avenue is ready. I want you to start for Europe
tomorrow and select the furniture for it. I want to spend $250,000 for it. It will only take you
thirty days because you know just where to go and what to buy. I will pay you $75,000 for
your work.' White said he didn't want to go to Europe just then. Whitney would have none
of it. 'You must go. I'll give you $100,000 for your thirty days work.' From this anecdote,
it becomes clear that Whitney was aware of this trend in New York taste and was prepared to
pay whatever sum necessary to secure the best possible person for the job, a trait that his
daughter may be seen, in future chapters, to have inherited.
Mark D. Hirsch, the biographer of William C. 'Whitney, enthusiastically described the
'exquisite' interior of 871 Fifth Avenue (fig.16),
The walls were hung with rare paintings, including a portrait by Sir Joshua Reynolds,
Millet's 'Sower', Raphael's 'Angelo Doni', Gaetano's 'Venetian Noblemen in
Armour', and Van Dyck's magnificent equestrian portrait of Charles i' (fig. 17), and
another of William de Villiers, as well as Hoppner's 'Mademoiselle Hillsburg, dancer',
a masterpiece by Tintoretto, and two large panels by John La Farge. Elsewhere,
tapestries by Gobelin, Bonchi. Boucher, Beauvais, and some sixteenth century
tapestries depicting the 'Wars of Flavius Titus', added their crowning exquisiteness.'5
871 Fifth Avenue was completely remodelled by White (fig. 18), who imported the gates from
the Doria Palace in Rome for the entrance, seventeenth century stained-glass windows from
the chateau of the Vicomte Sauze in the south of France for the main hall, which had a ceiling
from the Bardini Collection in Florence. White bought French walnut panelling for the Ball
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Room, whose ceiling is described in the 1910 catalogue as 'a vast painting on oil, rolled on
plaster, and depicting various groups and figures floating and disporting themselves in the
clouds." 6 (fig.19). The descriptions in the catalogue, written by Mr. Barr Ferree, Editor of
Homes and Gardens, are often vague and give prominence to where pieces originated and the
effect they have on the interior space. For example, the dining room is described as having
three interior walls 'entirely covered, from base to ceiling, with old Italian paintings. Toned
with age, these paintings constitute a unique decoration for a New York interior, and the
room easily ranks among the most notable in this very notable mansion." 7 The descriptions
of the interior throughout the catalogue emphasize the extensive purchasing of art works from
previous collections of historic interest. Works are referred to by place of origin, age and
expense.
As has already been seen, Whitney was regarded as a connoisseur of the arts and his home at
871 Fifth Avenue became the most visible example of his status as one of the most significant
patrons in contemporary New York society. Whilst other self-made millionaires were
rejected by the New York social elite in the late 1 880s, and could not even gain membership
to a good club, Whitney was widely regarded as one of the most influential men in America.
Despite defining the crassness of the nouveau in New York society in the 1880's and passing
unfavourable comment on their taste, the social commentator Henry Adams made an explicit
exception of William C. Whitney and famously remarked,
after having gratified every ambition and swung the country almost at will.. .had thrown
away the usual objects of political ambition like the ashes of smoked cigarettes; had
turned to other amusements, satiated every taste, gorged every appetite, won every
object that New York afforded, and not yet satisfied, had carried his field of activity
abroad, until New York knew no longer what most to envy, his houses or his horses.18
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Whilst there is no doubt that William C. Whitney was a connoisseur of the arts and a racing
enthusiast on a scale previously unsurpassed, he was, undisputedly, also one of the 'Robber
Barons', one who acquired an enormous fortune through the calculated manipulation of his
business interests in order to secure personal wealth on an immense scale. W. A. Swanberg
summed up this aspect to Whitney's financial dealings by stating,
The weight of the evidence is clear that even if he entered the traction field with the
intention of building an efficient and useful transportation system, somewhere along
the line he threw the switch that wheeled him off into wholesale stock jobbery... If
Morgan's chief monument was to be the Steel Corporation and the Vanderbilts' the
New York Street Central Railroad, one has to say that for all their abuses they were in
better shape and more useful to the country than the memorial on which Whitney had
spent so much of his time and skill - that bankrupt ruin, that failure in public
transportation, the Metropolitan Railway, which paid for the palaces and the horses.19
Walter Lippman who was a friend of Dorothy's had no doubt that Dorothy 'had a strong
feeling of conscience that the money she'd inherited from her father was tainted and that she
must devote it to public purposes.' 2° The means by which Dorothy began to give expression
to her own sense of aesthetic appreciation, it may be argued, was, like her father, in the area
of art patronage, but the ultimate ways in which father and daughter chose to give this thirst
after beauty concrete form was in many ways different. William C. Whitney, whilst
undoubtedly a great patron of the arts, confined his patronage to an individualistic
connoisseurship. His daughter, on the other hand, learned from an early age an appreciation
of beauty, which, through an awareness of her fortunate position, became tempered with a
self-imposed obligation to use the wealth at her disposal to the benefit of society. Describing
how this awareness of her own privileges was intrinsically linked to her dedication to
philanthropic activities, Dorothy stated that, 'from such a rich and happy heritage I attempted
to carry on the tradition of public service that had been so generously created for me.'21
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Whilst Dorothy's family had long been associated with patronage of the arts, and may be
credited with the creation of the Whitney Museum of Modern Art, the Metropolitan Museum
of Art and the Metropolitan Opera, Dorothy involved herself not in the establishment of art
galleries and museums, but in the creation of environments designed to bring together those
who wanted to participate in the formation of a new society. 22 Although it was in England
that Dorothy devoted the entirety of her fortune to the creation of a community unified by
participation in the arts, it was in America that many of the ideas Dorothy developed at
Dartington were first formulated.
Dorothy was seventeen when her father died leaving her heiress to one fifth of his entire
estate. Two years later, in 1906, her Debutante ball took place in the house she had lived in
as a child up until the age of thirteen when she moved into the newly remodelled 871 Fifth
Avenue. William Whitney had given the previous family residence to his son, Harry upon his
marriage to Gertrude Vanderbilt in 1896, and it was Harry who became Dorothy's guardian at
the time of Whitney's death.23 Beatrice Bend was Dorothy's constant companion throughout
the years following her father's death up until Dorothy's marriage to Willard Straight in
1911. During this period of her life, Dorothy differed significantly from most of her
contemporaries as she was largely in control of her own destiny. She had her own home
complete with staff, and hosted parties at her father's country retreat at Old Westbury on
Long Island, (fig.20). She described how, 'having inherited my father's charming old house
on Long Island I enjoyed filling it each weekend with my friends.' 24 She later moved to
Hany and Gertrude's old house Applegreen, which she lived in with Mrs. and Beatrice Bend.
Not only did Dorothy exhibit an enjoyment of entertaining, she also spent a great deal of time
travelling with Beatrice Bend outside America to expand her appreciation of other cultures.
Their travels began six months after her father's death, when, in August 1904, Dorothy
travelled with Beatrice and Mrs. Bend together with her brother Harry Whitney and sister-in-
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law Gertrude to visit their sister, Pauline Paget, in Suffolk. Dorothy and the Bends went on
to spend many more months travelling Europe, visiting Paris, Amsterdam, Nice, San Remo,
Genoa and Rome. They met again with Harry and Gertrude for Dorothy's fittings in the
fashion houses of Paris then sailed home in September 1905. Dorothy was named as a
member of the current 'four hundred' in The Ultra Fashionable Peerage ofAmerica.25 In
April 1906, three months after her Official Debut, Dorothy travelled with the Bends and her
maid, Louisa, to London for her stepsister Adelaide Randolph's wedding on May 8th. She
then spent a month in Spain where she fell in love with the work of Velasquez, Lesso and
Murillo, before returning to London ready for Ascot, and then on to Paris, Berlin, Nuremberg,
Munich and St. Moriz. She returned to New York in October, but seven months later, she
was again out of the country. June 1907 saw her in Paris, then Norway, St. Petersburg, Kiev,
Warsaw, Budapest, Vienna and then Venice, returning in October for her childhood friend
Gladys Vanderbilt's wedding. June 1908 saw her sailing for England where she danced at
Buckingham Palace, returning to Apple Green at Westbury, Long Island, in October. This
brief calendar of travels illustrates the pace of life that Dorothy was accustomed to, and the
elite circles she moved in. Her sister, Pauline, had married into the English aristocracy, and
Dorothy was introduced to King Edward at Ascot, who knew her father. In fact, Whitney had
loaned him the Flavius Titus tapestries from 871 Fifth Avenue to be hung in the Banqueting
House for the Coronation.
Whitney had, like many men of his generation, also been a member of several exclusive
clubs. He was also a governor of the Metropolitan, Manhattan and University Clubs. When
he heard that there were plans to open a club for women, a radical development in New York
society and one that caused considerable controversy, he pledged a substantial amount to the
project. Dorothy was likewise eager to become involved. Daisy Harriman, the founder of the
club and its first President, was a friend of Dorothy's. Dorothy's sister in law, Gertrude
Vanderbilt Whitney, was also one of the founder members. Together with a significant
number of New York's social elite, they formed the Colony Club on Madison Avenue
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(fig.21). Daisy Harriman recalled, that 'Mr. William C. Whitney offered to put up twenty-
five thousand dollars if we could build something as large as the Metropolitan' and with
funds pledged from other supporters of the scheme, Stanford White was engaged as the
architect.26
The idea for the club had originated in the summer of 1902 whilst the Harrimans were staying
at their cottage in Newport. Upon her return to New York, Harriman suggested the idea to
her friends, Mary Harriman and Helen Barney. The project began to attract widespread
support amongst wealthy women who had until that time been denied a public place to meet.
By December 1903 an organization committee was formed of forty women, including Daisy
Harriman, Ruth Morgan, Helen Whitney and Gertrude Vanderbilt Whitney and Dorothy.
William Whitney was a member of the men's advisory committee, along with J. P. Morgan
and others who had pledged their support. Thus the Whitney family was deeply involved in a
project that was, from the outset, the most controversial development in New York Society in
recent years. Unlike previous commissions for the Whitneys and other members of the New
York cultural elite, the architect Stanford White handed over the interior decoration to an
amateur, Elsie de Woolfe. The Colony Club thus marked a transition away from a reliance
on architects and dealers to furnish the interiors of the homes of the New York high society.
William Whitney's brownstone mansion with its rich tapestries, marble hallways and old
master paintings typified contemporary notions of idealized good taste, but de Woolfe
radically altered conventional standards of interior decoration with a completely new style of
decor. Stanford White had recommended Elsie de Woolfe to the organization committee,
who were not entirely convinced of her credentials, and as Jane Smith wrote in her biography
of de Woolfe,
In one of the many strokes of good timing that marked her life, Elsie had launched the
career that would make her America's first notable interior decorator at precisely the
moment when New York's leading women were looking for a sympathetic and creative
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individual to decorate what would be the Colony Club, the first large-scale private
clubhouse for women in the country... The decoration of the Colony Club was a
landmark project. It was the first major commission given to someone who was neither
an architect nor a dealer in furnishings or antiques, and the first to go to a woman.
Moreover, the Colony Club itself was the first of its kind, the most elaborate and
expensive attempt yet to create a social gathering place that would be used solely by
women.27
Smith noted that de Woolfe 'decided to pattern her decorations on the neoclassical style of
White's interiors, instead of ignoring it for the marble and gilding that were the current
definition of formal good taste in interiors.' 28 Daisy Harriman wrote,
Elsie de Woolfe was like a witch sweeping the cobwebs out of the sky ... she was
intent that no remnant of Victorian influence should make stuffy the air of the Colony
Club. She had a revel in mahogany and cretonnes and French period furniture and
deserved all the "Ohs" and "Ahs" of delight that she got from the Club members when
they saw what she had brought together. . .The Azalea-colored assembly room; the roof
garden with its white trellis work and clambering ivy, blue and white Italian porcelain,
and fine old Italian stoves of green earthen ware that stood at either end of the sun
parlor; the swimming pool sunk in white marble, with mirrored walls, and ceilings
hung with an arbor of translucent glass grapes through which the yellow light streamed
like late afternoon in Palermo; Russian baths, Turkish and Nauheim baths, a beauty
parlor, a rest room, where lunch could be fetched on a tray; the running track where I
never saw a member, thick or thin; the eleven colonial bedrooms - every feature of the
club had been planned with imagination and perfect taste. 29
The trellis room of the Colony Club aroused the most interest when the club was formally
opened on March 11th 1907, with a membership of514 women. (fig.22). In May 1907, Town
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and Country published a photograph captioned, A Coaching Party Entering the Colony Club,
which showed Dorothy outside the club with Cornelia Harriman, Margaret Dix, Claire Bryce
and Marion Whitaker, (fig.23). The increased visibility of women outside the domestic
sphere asserted an independence from entrenched gender roles that shook New York society
to its roots. The notion of women entering a world traditionally viewed as the exclusive
preserve of men incensed public opinion and precipitated a hail of negative press. Smith
wrote,
When the club opened its doors on March 12th, 1907, it was denounced as immoral,
elitist, injurious to health, and not worthy to stand in a neighborhood of churches.
Ignoring the fact that most of its members spent their days either on social calls or at
work (it had a large membership of authors, actresses and professional women), critics
attacked the club as a threat to the stability of the home. Reformers pointed out that the
initiation fee and the annual dues limited the advantages of the new establishment to a
small group of wealthy women, and then deplored the half-million dollars spent to give
those few a place to imitate the vices of men.3°
Town and Country noted that,
At the Colony Club, where there was a luncheon for the coaching parties, there was
another lively scene.. .It was a merry luncheon indeed but one doubts the truth of one
newspaper story. It gives the long menu including "eggs in jelly, crabs a la Parisienne,
strawberry shortcake and ice cream" and says that afterwards the guests tried the
swimming pool. As society is bound by the same physical laws governing the more
common varieties of humanity, one hopes for the sake of the sweet ladies present that
"there is no truth in the statement" as rival journals love to say of each other when
inaccuracies are discovered.3'
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The scandal-mongering in the press regarding the propriety of club members brings to mind
similar scandals regarding bathing at Dartington, where nudity became commonly regarded
as a major feature of the school's curriculum, resulting in passengers leaning out of passing
trains to see if they could catch a glimpse of nude bathers as the train rounded the Dart river
past the Dartington estate.
Despite criticism of the Colony Club, its membership increased on a yearly basis. By 1908
the number had increased to 819 and by 1923 the club had more than two thousand members
and a waiting list of over a thousand. Dorothy often went to the club to meet with friends,
attending the Tuesday art and literature classes on a regular basis. Aged twenty in 1907,
Dorothy was some years younger than Daisy Harriman, Ruth Morgan and Gertrude Whitney,
who were all at least a dozen years older than her. However, Dorothy became president of
the New York Junior League in 1907 and it was at this point in her life that she began to be
known for her commitment to social welfare, effecting changes within the Junior League that
radically altered its role as an agent for social change
Dorothy recalled in 1939,
From the time that I was 18 I began to work - in the slums of New York. For many
years I struggled to understand - and to help where I could - the position of those
weighed down by poverty. I became involved in slum housing, in the work of
settlement housing - in relief work - in a study of city schools. I even worked in a
children's court. But as time went on - I began to give more attention to the theory
underlying social efforts. I took courses at Columbia University in economics and
sociology and later in psychology - and I turned my efforts to helping the Women's
Trade Union League - the Woman Suffrage Campaign - the Worker's Education
Association and so forth.32
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Dorothy was associated with the Junior League for many years and became the first President
of the Association of Junior Leagues in 1921. Writing of the function of the Junior League in
1951, Dorothy reflected,
During the First World War, and in the period immediately following, the attention of
the league was concentrated on social service. This was the tradition. From its
inception, a decade earlier, the New York League had served to instill in its members a
sense of responsibility toward their community, and by forming links with the social
agencies, bravely attempting to deal with the problems of poverty and ignorance, the
members of the League gained an insight into the conditions of life immediately
surrounding them. . .But more serious and professional training was obviously required
if they were to succeed. Responsive, as always, to new demands, the League became
the training ground for the young social worker. No longer content to be regarded
merely as an amateur and "volunteer", the Junior League member aspired to
professional status - or at least a semi-professional role.
Dorothy was highly respected in her position as the President of the Association of Junior
Leagues, receiving recognition for her role in the unification of the organization. In 1922, the
June issue of the Journal of the Association of Junior Leagues stated,
The chief factor in this new organization.. .has been the personality of its first
President. Her vision, which is backed by clear constructive thinking, her belief in the
idea of the Junior League, her rare power of kindling others to see, in part at least, as
she sees, have created a national spirit which, as it filters through to each local unit,
cannot but mean new life.
As her obituary in the Journal of the Association of Junior Leagues stated,
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Active in social work at the turn of the century, young Dorothy Whitney joined the
Junior League in 1904. Her gift for organizing volunteer services soon led to her
election as President of the Junior League of New York City and, in 1916, she
conceived the idea of forming an association of Junior Leagues. As AJLA's first
President (1921-22) she framed the objectives of the national organization, which
remain largely unchanged today.
Dorothy was also credited with activities associated with the suffrage campaign and many
other activities concerned with improving conditions for women workers,
Among her other activities in the field of social welfare, Mrs. Elmhirst, a leader in the
field of women's rights, organized a campaign to force the Working Women's Trade
Union League to build a community home for working girls. She also headed the
campaign for women to can the vast supplies of fruits and vegetables on New York's
docks during World War I, and led the Women's Emergency Committee of the
European Relief Council, which sought to feed three and a half million starving
children.36
It is important to establish the extent to which Dorothy was involved in philanthropic
activities, because by documenting such concerns it becomes evident that Dorothy was
actively seeking to participate in the creation of an egalitarian society many years before her
arrival at Dartington, and some years before the First World War. However, whilst Dorothy
was actively involving herself in campaigns for social reform, she retained a luxurious
lifestyle comparable to any other young woman of her social position. By 1909, Dorothy's
life in New York was 'a ceaseless round of luncheons, teas drives, visits, dinners and dances
in the capital' 37 . Dorothy's philanthropic endeavours were practised amongst an established
social elite as part of a tradition of public service of which she was very much aware.
Philanthropy was not a new phenomenon in America at the turn of the twentieth century, far
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from it. Where Dorothy differed from her contemporaries, however, was in her support of
causes that were regarded as radical. Yet her own lifestyle remained privileged and elitist in
comparison with those whose conditions she sought to improve.
Karolyn Gould, who worked for several years on a biography of Dorothy's life in America,
describes how between January 11th and March 3rd 1909, a span of some fifty days,
'Dorothy attended forty dinner parties, lunched out forty eight times, attended fourteen balls,
went to the opera a dozen times, saw six plays and heard several concerts.' Dorothy met her
future husband, Willard Dickerman Straight, at a dinner in Washington. Aged twenty-nine,
and seven years older than Dorothy, Straight was, at that point in his career, Acting Head of
the Far Eastern Bureau of the State Department. Gould stated, 'Given that most eligible men
of her set were bankers, brokers, lawyers or architects, Straight was an oddity - but his good
looks and charming personality combined with his meteoric career based in China succeeded
in setting him above the rest in Dorothy's estimations.'38
At the time that she met Willard, Dorothy was already seriously planning a trip around the
world with Beatrice Bend, and spoke to Willard about her plans to visit Peking. Tn July,
Dorothy and Beatrice left New York and spent two months touring Japan. On November 1st
they arrived in Peking and met Willard Straight at the Legation building. Their visit was
based around their desire to see the Dowager Empress's funeral on November 9th, but
Willard made himself free for much of the time that they were there and he and Dorothy
began what was to become a long courtship. On their last full day in Peking, they walked
along Morrison Street a half mile outside the legation quarter. Gould describes the influence
Dorothy had in the choice of what was to become their first home after their marriage in
1911, "Willard and Dorothy entered a neighbouring house which Willard had just leased after
Dorothy expressed a delight with it. He confessed to his diary, 'The Princess went through
the house with me, suggesting here and there. It was hard not to ask her to stay on and live
here."39
 Gould determines from Willard's diaries that in subsequent months in Peking, 'it
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had taken prolonged imaginings to precipitate a real request for Dorothy to pick the colors for
rugs and curtains', which she did (she chose the Shu symbol). So it can be seen that
Dorothy's interest in interior decoration began before her marriage to her first husband.
Dorothy and Willard married on September 7th 1911 in Geneva. They honeymooned in
Venice and then travelled on to Peking via the Trans-Siberian route. By October 11th they
had reached their destination in Peking, returning primarily so that Willard would be present
in order to oversee the progress of the Currency Loan for which he was the representative in
China of the American Group of Bankers, which combined J. P. Morgan's and E. H.
Harriman's interests. 40 From October 1911 until April 1912, when they left Peking, Dorothy
and Willard occupied the house in the city, outside the legation, chosen by Dorothy and
which Willard had, in her absence, filled with Chinese art and artefacts (figs.24, 25 &26). On
the walls were hung several Kakemonas, antique Chinese watercolour paintings on silk, of a
variety of subjects. The Straights brought the paintings back to New York when they
commissioned their Fifth Avenue home and, as shall be discussed later in this chapter,
Dorothy subsequently brought them with her when she came to England.
As we have already seen, Dorothy grew up surrounded by extravagant displays of wealth and
opulence. Yet there is no doubt that Dorothy felt a sense of social responsibility that
prevented her from following her father's example and turned her instead towards using her
wealth for the benefit of society. Her marriage to Willard Straight removed her temporarily
from New York, and allowed her the freedom to discover her own ability to participate in the
creation of an artistic interior and she developed this talent further when she returned to
America in 1912. The years in Peking and New York following her marriage to Willard
Straight were spent furnishing domestic interiors that were not only designed for personal
use, but included those that were also intended for business purposes.
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Dorothy's diary reveals an appreciation of oriental art. One example of this is her admiration
of a Japanese carved ivory figure of Kwannon given to Willard as a wedding gift by their
friend in Peking, Dr. Morrison. The Straight's home in Peking incorporated many Western
features, which were effortlessly integrated into the traditional Chinese interior. E. T.
Williams, a permanent Sinologist on the legation staff, remarked on Willard's 'skill in
transforming a Chinese house into a modem home fitted with all the comforts of western
civilization.' 4 ' Gould states that, 'Dorothy was delighted with the home that Willard had
prepared for her', and Dorothy wrote in her diary that she felt it to be 'most fascinating and
comfortable.' 42 Shortly following her arrival Dorothy wrote, 'Today.. .the house is now
entirely finished and really very fascinating. Everyone who comes here says it is the loveliest
house in all Peking and I really think it has extraordinary charm.' 43 The big living room with
the Shu sign on its curtains and carpets she found 'full of lovely Chinese things and round the
top runs a frieze of pictures that is unique and fascinating. The tone of the walls is mellow
and restful and the whole room has a great deal of character. ' Her diary reveals the
excitement she felt upon her new life in Peking, and this is extended to her immediate
surroundings. This brief account shows that Dorothy embarked upon an exhilarating chapter
of her life when she married Willard Straight and moved to China. Leaving behind her all the
trappings of prestige and affluence, Dorothy developed during these extended periods away
from America a fascination with cultures other than her own. In later years she recalled
Willard's influence in the creation of their home in Peking and described how,
His love of the country and all of its art of the past endeared him to friends and
colleagues who shared the same interests. He had found a house in the Chinese quarter
that he himself had furnished with great taste, combining Chinese works of art with the
comforts of Western upholstery. No home in a foreign land could have been, for me,
so welcoming and so beautiful. We lived there for six months - a life that revealed
continually new interests and relationships.45
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Dorothy was delighted with her new home and was undoubtedly inspired also by friendships
made during her time in Peking, and her acknowledgement of her husband's skill as the
creator of such environments was not limited to their first home alone. In later years Dorothy
wrote that Willard 'enjoyed making a new home for us in New York, collecting paintings and
furniture and, incidentally, creating a new lunch club downtown called India House (fig.27),
filled with pictures of clipper ships and of early sea faring exploits'46.
Willard was at that time president of the American Asiatic Association, an organization
composed primarily of businessmen trading with the Far East. He recognized that there was
an 'obvious need for a down-town club as a gathering place for those who are interested in
overseas trade' as no environment yet existed 'wherein the activities and atmosphere of
foreign trade predominate.' 47 India House was a club with a difference. Unlike the
traditional downtown club, 'provided for lawyers, railroad men, merchants, and business men
generally', it was designed with the intention of creating an environment in which its
members, those engaged in Far Eastern affairs, would be brought 'into agreeable contact' in
order to further their business interests relating specifically to overseas trade (fig.28). The
club was housed in an old mansion in Hanover Square; a place long associated with foreign
trade, and was 'devoted to the perpetuation of the best traditions of American Foreign
Commerce, and as a gathering place for all those engaged therein.' 48 Dorothy employed the
well-known architects Delano and Aldrich to remodel India House in 1913. William Adams
Delano was a good friend of the Straights and Dorothy's appointment diary lists numerous
occasions when the Delanos were invited to join them for dinner and other social activities.
Willard loaned India House various Chinese art works and a collection of thirty-five ship
models which, after his death, Dorothy gave to the club. It was this large collection of
paintings, prints, maritime relics and other decorations accumulated by the Straights that had
been used to furnish the club and which 'had given it much of its unique atmosphere.'49
Between them, Dorothy and Willard created a place that was designed to make its members
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feel at ease. The display of model ships, prints, maps and Chinese paintings had helped to
create an informal atmosphere that was tailored specifically to the taste of the club's clientele.
In this way, a loose analogy may be drawn with the Colony Club because it may be seen that
whilst de Woolfe's furnishing of the interior of the Colony Club was designed to appeal to a
female membership, the club recreated the informal elegance of Newport country cottages
and English country retreats and was specifically targeted to appeal to an elite membership.
The evidence suggests, therefore, that within six years of de Woolfe's heralding of the
practice of interior decoration as a profession in its own right, the Straights had formed a club
themselves and had involved themselves in the interior design. Whilst Dorothy had employed
an architectural firm to remodel the building, the interior space was furnished by the Straights
themselves. This development thus reinforces the contemporary shift in artistic patronage
away from professional architects and art dealers towards the emergence of the informed and
discerning patron, an autonomous individual who was sufficiently practiced in interior
decoration to make discerning choices without a reliance on an outside agent. Dorothy later
brought this experience with her to England and maintained a close involvement in the
internal decoration of the private quarters of the hall and other buildings on the estate.
In addition to the creation of India House, the Straights were involved in the creation of a
political journal, The New Republic, of which Herbert Croly was the editor. Dorothy and
Willard had read Herbert Croly's influential book, The Promise ofAmerican Life on their
way back from China in 1912 and they were both greatly impressed. It was published in
1909 with the object of giving a political philosophy to the Progressive movement, which
flourished in the first years of the century. David Levy, Croly's biographer, asserts that, 'No
doubt the author's fervent assertion of a reawakened nationalism appealed to the Straights.
And the book's obvious sympathy with the disadvantaged and its call for the leadership of a
new and dedicated elite must also have struck sympathetic chords.... But what really
convinced them - and especially Willard - that Herbert Croly was a major prophet of
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American life was the writer's comments on foreign policy.' 50 They subsequently arranged
to meet Croly, and found his ideas both inspiring and akin to their own aspirations. Willard
commissioned Croly to prepare a report 'on the kind of social education which would be most
fruitful in a democracy', and, after several discussions, Dorothy suggested that Croly start up
a weekly journal and offered to provide the necessary financial backing. 5 ' In addition, by
purchasing the old brownstone building at 421 West 21St Street that Croly owned and turning
it into the head quarters of the journal, the Straights created an environment which, through
its informal atmosphere, attracted many of the leading figures in political, literary and artistic
circles.
The offices of The New Republic opened in August 1914, on the day war was declared and its
first issue was 'filled with observations about the war.' 52 It is not possible within the scope of
this thesis to consider in any great depth the content of The New Republic, however, it must
be stated that its influence was profound. Levy states,
Over the years, The New Republic's wartime editorials have been studied by numerous
historians. Many of them have been able to subscribe, at least in part to the verdict of
George Kennan. "In point of sheer literary excellence alone, these men had no
superiors among their American contemporaries," Kenman wrote. "In addition, they
were able to muster among them a catholicity of interest, a depth of perception, a
seriousness of concept, a tolerance, and a good taste that placed their collective effort in
the foremost ranks of English-language journalism of all-time". Others have rightly
praised The New Republic's exemplary moderation, its freedom from hysteria, its lucid
and thoughtful approach.
It is important to note that the domestic setting of The New Republic, with its large reception
room and dining area on the first floor and offices above it, fostered a relaxed and informal
atmosphere amongst staff and guests alike. Levy described the luncheons at the offices of
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The New Republic as famous 'for their fine food and their intense, unrestrained, brilliant
conversation. Writers, artists, reformers, jurists, statesmen, foreign visitors - anyone with
ideas who happened to be in New York City sooner or later turned up for lunch at 421 West
Twenty-first Street.' 54 This use of a domestic interior utilized in connection with a business
setting at both India House and The New Republic offices indicates that the Straights were
committed to the creation of harmonious environments through the use of furnishings and
works of art appropriate to a particular interior space. This was true whether the setting was
intended for business purposes or, as shall be seen, the Straights' personal environment.
Before becoming involved in political issues, Croly had been the editor of an architectural
journal. Whilst he was, according to Levy, 'one of the pioneer explorers and one of the
genuinely perceptive interpreters of the most critical and enduring issues of the twentieth
century,' 55 the most significant issue for the purposes of this thesis was his consideration of
cultural problems specific to America in the early 1900's. Croly edited the Architectural
Record between 1900 and 1906, and throughout this period he wrote numerous articles on
architecture in America, publishing two books, Stately Homes in America from Colonial
Times to the Present, and Houses for Town and Counti'y. Whilst he 'never became the
adherent of any recognizable school of architecture' he offered a criticism of American
culture as expressed through its indigenous architecture, which focused on social and
economic tensions evident at that time. 56 Croly perceived this tension as evidence of a
period of transition in American society, and focused his observations on three particular
areas, 'He became fascinated by the development of the American Millionaire as a new
social type; he began to tinker with the idea of a 'nationalization of American artistic life';
and he worried over the role of the artist in modern American society.' 57 These issues are of
primary importance as they directly relate to the generation to which William C. Whitney
belonged, the houses they built and the accumulation of wealth by the elite.
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Croly addressed the issue of the millionaire in contemporary American society by offering a
comparison with his European counterpart, the aristocrat. Levy summarizes Croly's
argument as follows,
The millionaire was an unprecedented phenomenon. He was still, in 1900, usually a
self made man...He was daring, audacious, and unlike the European aristocrat he was
the recipient of unexpected new money. In addition, unlike even the wealthiest
European bourgeoisie, he had nothing to fear from an entrenched class of social
superiors. He was free to exercise his personal inclinations and tastes unmindful of
appearing pretentious and ridiculous. The principal difference between the millionaire
and the monied European, however, involved the exercise of power. The American
businessman had obtained tremendous economic power, but it had no institutional
outlet.58
Croly could indeed have been talking about Whitney's 871 Fifth Avenue brownstone
mansion when he argued that 'the 'palatial' period of American democratic architecture is
already on the wane. The newer houses, while they still proclaim loudly their owner's
opulence, indicate the influence of better ideas of propriety, architectural and social.' 59 For
in comparison with the William H. Vanderbilt mansion built in 1882, Whitney's residence
was decidedly more modest. Croly's use of the term 'propriety' is a key issue as it was
precisely the lack of social responsibility displayed by the members of the 'gilded age' that
led to his belief that some kind of social control would eventually be necessary. Exactly the
form this would take remained unclear, but Croly was certain that the period in question was
one of transition. Croly raised the important issue of taste and aesthetic appreciation in
modern American society, addressing the question of the appropriate forms that
contemporary architecture should take, urging that Americans adapt and experiment in the
search for an appropriate national architecture.6°
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That Croly was also concerned with the issue of popular taste indicates the breadth of his
analysis. His solution to the problem of the shoddiness of popular taste was to educate the
public towards an appreciation of beauty, a responsibility that could be shouldered by the
artistic elite themselves or, as Levy summarizes, 'perhaps the children of millionaires,
growing up in elegant surroundings and accustomed to better standards of beauty, might
someday cause more tasteful, dignified and appropriate residences and statues and paintings
to be created.' 6 ' Thus the generation, whose individualistic pursuit of wealth enabled the few
to amass riches at the expense of the many, would perhaps endow their successors with the
very sense of social responsibility they themselves lacked. This can certainly be argued in
the instance of Dorothy Whitney and it was in her choice of architect for her new home on
Fifth Avenue that her restraint in comparison with her father's generation may be discerned.
Upon their return from China in the summer of 1912, the Straights had begun to look at
houses in New York but by July 1913 had decided to engage the services of their friend the
architect William Adams Delano to build them a town house of their own on Fifth Avenue at
94th Street. It was completed in September 1915 (fig.29) but had exceeded the estimated cost
of $200,000. As Swanberg notes, 'it demonstrated that Dorothy did not feel the need for
grandeur that had been so strong a trait in her father. There was no Stanford White, no raids
on European palaces, no walls hung with scores of paintings. Delano had designed a
handsome, Federal-Style, four storied building with a circular main hall and a drawing room
and library on the second floor.' 62 The house was distinctive for its white window trim and
green shutters. It had thirty-five rooms, with the drawing room, library and secretary's room
on the first floor. The dining room and two bedrooms were situated on the second floor, and
the upper floors were given over to bedrooms, with dressing rooms, reception room and a
circular stairway on the third floor.
The insurance inventory of 1130 Fifth Avenue, dated 1916, is a valuable resource as
photographs of the interior of this residence are scarce. (fig.30). By consulting the inventory
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it has been possible to discern the interior decoration of the house, and to observe that whilst
Dorothy and Willard did possess a substantial number of Old Master paintings, etchings and
prints, they also had brought many paintings and artefacts back from China and acquired
paintings by the Spanish painter Ignacio Zuloaga. A number of antique Kakemona paintings
are listed in the inventory in a variety of locations, which suggests that they did indeed belong
to the Straights and did not, as was possible, remain with the house in Peking as part of the
furnishings for such rented accommodation as went with Willard's post. Citing works by the
Basque painter Ignacio Zuloaga as situated in the 'Zuloaga Gallery', the inventory also
provides one of the few references relating to Dorothy and Willard's patronage of this
Spanish artist whose work was received with undiluted enthusiasm by American society in
1916 and whose work Dorothy brought with her to Dartington in 1925.
There has been, to date, no record as to how paintings by Zuloaga came to be in the
Dartington Hall collection, except for an anecdote of how Michael Straight, Dorothy's son,
saw a painting that had been at Dartington for sale in a New York Gallery and brought it back
to Dartington as a present for his mother. The inventory of 1130 Fifth Avenue, however,
reveals that Zuloaga was an artist favoured by the Straights and they owned several works by
him. In the catalogue of the 1916 Exhibition of Paintings by Ignacio Zuloaga under the
auspices ofMrs. Philip M Lydig, the Straight Collection is listed as consisting of six
paintings, four of which are reproduced in the catalogue (figs. 31, 32, 33 & 34). 63 The
insurance inventory of 1172 Fifth Avenue, also of 1916, lists not one 'Spanish Toreador', as
one would expect if one were to consult the exhibition catalogue, but two, inviting the
speculation that the Straights acquired paintings by Zuloaga following the exhibitions of his
works that they saw, adding to their collection over a short period of time. This is significant,
because in the next chapter it will be seen that when Dorothy first came to Dartington, she
bought paintings for her collection by contemporary British artists from exhibitions in
London, thus continuing a method of patronage that had its origins in America.
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It is likely that Dorothy did not meet Zuloaga until 1927, when she visited his studio whilst in
Spain with Leonard. When she bought his paintings for her home in New York, she bought
through her connections with dealers handling his work in America. Zuloaga did not come
to America until 1920, despite the success of his exhibitions, and it is evident from the choice
of paintings for their collection that, unlike many of their contemporaries, the Straights were
not interested in commissioning portraits from him. What is apparent is that when Zuloaga
first became a major figure in New York, having achieved renown throughout America due to
his touring exhibition in 1916 and 1917, the Straights were already leading collectors of his
work. This again has implications for Dorothy's subsequent collection at Dartington.
Dorothy bought paintings by Christopher Wood just months after his death, when his pictures
were selling at a low price and before the major retrospective exhibitions of his work. In both
instances, Dorothy was regarded as a major collector of each artist well before they were
considered major artists and in each instance, Dorothy became acquainted with their work
through a third party. In the case of Wood it was her friend Jane Fox-Strangways, and in the
instance of Zuloaga it was through her acquaintance with Mrs. Lydig, one of the leading
promoters of Zuloaga's work.
Going through Dorothy's line-a-day diaries, there is an entry dated Friday February 27th
1909 which states, 'lunched at Mrs. Lydig's to meet Mrs. Blatch...went to the Graves sale at
which I bought a few things', followed by an entry the following day which states, 'Ruth and
I went up to Hispanic Museum to see Sorolla pictures'. As this exhibition at the Hispanic
Society included thirty-eight assorted works by Zuloaga and is noted as one of the earliest
introductions of his work to an American audience, it can be argued that it was here that
Dorothy was introduced to his work, although she did not refer to it at this point. If this does
not suffice, her conversation over lunch with Mrs. Lydig would almost certainly have touched
on Zuloaga, as she was a prominent supporter of his work. It is important to note the early
association between Dorothy and Mrs. Lydig, because this was some two years before her
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marriage to Willard Straight and supports the suggestion that the Zuloagas were Dorothy's
choice.
In an article in the New York Times Magazine dated January 21st 1917 and entitled 'Zuloaga
as Seen by One Who Knows Him Well', Mrs. Phillip M. Lydig 'poured out with true Spanish
impetuosity her admiration for Ignacio Zuloaga - as a man as well as an artist', presenting
him as 'the most beloved man in Spain.' 65 Zuloaga had previously exhibited in America only
at the Hispanic Society in 1909 before Mrs. Lydig organized a touring exhibition of his work
between 1916 and 1917 which travelled from Copley Hall in Boston to the Brooklyn
Museum, the Duveen Galleries in New York, through to Pittsburgh, Cleveland, Chicago, St.
Louis, Detroit and Toledo. John Singer Sargent wrote the foreword to the catalogue and
heralded the exhibition as 'an event to be proclaimed as one of supreme artistic interest.'66
The fact that Vanity Fair also ran a feature on the Zuloaga Exhibition in December 1916, as
did The New Republic, demonstrates just how thoroughly Zuloaga had penetrated not only the
American art world, but New York society itself at this time.67
Just a month after the exhibition closed at the Toledo Museum of Art, Major Willard Straight
boarded a steamer on 11th December 1917, which was bound for Paris and his post placing
him in command of the War Risk Insurance Bureau. Dorothy, meanwhile, supported the war
effort through her work for the Red Cross. In March 1918, Dorothy attended a march for the
Red Cross in which she is seen standing in uniform with Daisy Harriman and Ruth Morgan,
both of whom were high-ranking members of the organization. 68 (fig.35). News of Willard's
death resulting from Spanish influenza reached Dorothy in a telegram sent by her close friend
Daisy Harriman. Daisy was in Paris at this time with the Red Cross, along with Ruth
Morgan, and was with Willard when he died in December 1918. His death was a terrible
blow, and although she was now widowed with three dependent children, Dorothy continued
her work for the Junior League, becoming elected as the first President of the United Junior
League in 1921.
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Herbert Croly likened Dorothy to a fairy godmother, and it is certain that it was due as much
to her far sightedness as her money that The New Republic was brought into being. Dorothy
may have had a great deal of money, which provided the means by which she was able to
fund so many projects, but the point worth emphasizing is that Dorothy was a discerning
patron. She recognized potential when she saw it and had the courage and breadth of vision
to foster growth and experiment. She was not afraid, even from a young age, to do things
differently. As she wrote in 1951,
With the experience of the war and the added sense of power that resulted from their
achievements in their wartime jobs, and with a new political freedom won in 1917 by
the passage of the Woman Suffrage Bill in Congress, the young women of 1920 looked
out on a world bewildering in its complexity but challenging to those of eager heart. In
the consciousness of their strength they rose to meet the challenge. 69
It was in April 1920 that Dorothy met the man who was to present her with one of the
greatest challenges of her life - to leave her home and her friends in America and move to
England in order to start an educational experiment. Leonard Knight Elmhirst was a student
of agriculture at Cornell University and it was through his attempts to secure funding for his
student club that he was introduced to Dorothy in a meeting that was to change the course of
their lives forever.
Leonard had been informed that Dorothy was a possible source of funding for the project
because her late husband had been a student of architecture at Cornell and had made it known
in his will that he wished for something to be done to 'make Cornell a more human place', a
request that had been the cause of much disquiet amongst his fellow Cornelians some of
whom had taken the suggestion as a thinly veiled affront on their institution. Dorothy agreed
to meet Leonard to hear his request for financial help and, despite failing to appear on two
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occasions, the meeting finally took place at the Colony Club on 20th April 1920. Men were
not admitted to the Club by the front entrance and were only allowed in through a side door.
Dorothy was one of the many members who used the club for business meetings and when
Leonard suggested that she visit the University to see for herself what needed to be done,
Dorothy agreed. The result of their collaboration was Willard Straight Hall, a new student
union building, which was completed in 1925 just after they were married.
Despite moving to England, Dorothy still retained her New York home complete with full
staff including her secretary Miss Bogue. Two years later, Dorothy sold her fifth avenue
home and moved the contents to a rented apartment at 1172 Park Avenue. Many years after
the sale of 1130 Fifth Avenue, the building was designated an official city landmark by the
Landmarks Preservation Society. 7° An article in Manhattan East stated in 1971 that, 'The
Straight house is a sign that we have had enough of twentieth century extravagance...It befits
a community that really prefers the modest and unassuming as typical of personal worth and
character...it speaks eloquently of America at its best.' 71 The opulent mansions of the Gilded
Age were perceived to be symbolic of a period of indulgence unsurpassed in American
history and had been pulled down, dismantled and discredited as an unwelcome reminder of
the excesses of the late nineteenth and early twentieth centuries. Delano's design for the
Straights' home had answered Herbert Croly's plea for a more restrained and democratic
architecture and was recognized by subsequent generations as expressing values more in
keeping with a perception of American national identity based on modesty as opposed to
extravagant display.
When Dorothy sold her 1130 Fifth Avenue home in 1927, she brought some of the contents
to England as, by that time, the private quarters of the hall had been completed and Dorothy
had set about furnishing it to her taste. The first insurance inventory of the Elmhirsts'
possessions is dated 1932 and, amongst other art works, lists ten of the Kakemona paintings
from 1130 Fifth Avenue. A photograph taken in the thirties shows Dorothy's five children in
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the Music Room with a Chinese watercolour painting of a warrior with attendant, (fig.36).
Later photographs of the Music Room taken in 1958 show the same paintings on the walls, in
the same position, (fig.37). These photographs, taken twenty years apart, offer visual
evidence that art works purchased in China and displayed in Dorothy and Willard's first
house were taken with them not only to New York, but ultimately to Dartington Hall where
they joined Dorothy and her second husband, Leonard, remaining in a prime location for over
twenty years. A letter dated July 1927 From Dorothy to Miss Bogue states,
The Kakemona has arrived from Butlers. We are placing it in the music room with the
other three, though its background is very black. I don't know whether it has suffered
from smoke and dirt or whether it was originally in this condition, but in any case, we
will have it attended to, and it adds greatly to the completion of our room. 72
Subsequent photographs indicate that the Kakemonas were superseded by other art works, as
by 1964 the music room had two works by Zuloaga and four by Christopher Wood m situ,
(figs. 38 & 39). The Kakemonas were subsequently donated to the Willard Straight Hall Art
Collection at Cornell University and an undated postcard to the Elmhirsts from America
indicates that a 'Chinese painting' from Dartington was hung in Willard Straight Hall.
Thus when Dorothy moved to Devon, she swiftly ascertained which paintings she wanted
sending over from New York and delivered specific instructions to her secretary to ensure
that the items requested were sent at the right time. When a mistake was made, however, she
was perfectly prepared to ship packages back to America as the following note to Anna
Bogue, dated 14th February 1927, illustrates. Dorothy wrote,
I have made, apparently, the most idiotic mistake in the question of the shipment of
pictures. I never intended the etchings to be sent over. They are far too valuable and
besides we have not any place for them here. I think I had better send them back just as
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they are without unpacking them, and when I return in April we can decide what to do
with them over there. The pictures which I meant you to send were the remainder of
the Chinese pictures and the mezzotints. But here again we can wait until I arrive, and
go over them all again together.
The etchings in question were those purchased between 1911 and 1916 and included works
by Durer, Whistler, Charles Meryon, Anders Zorn and T. F. Simon and were valued in 1916
from $800 up to $2, 500 each, numbering about fifty works in total. Dorothy decided that she
did not want them at Dartington and so they were sent to be stored at Old Westbury, the
Whitney home at Long Island, and were later sold at the Anderson Galleries in New York in
1937. Five years later, Dorothy also elected to sell her collection of Zuloagas, placing seven
paintings at auction at the Kende Galleries in New York in 1942.
A letter dated December 17th 1929, to Anna Bogue from M. Knoedler & Co. inc. refers to an
insurance valuation of six Zuloagas, whose locations were split between the Metropolitan
Museum of Art in New York and 1172 Park Avenue. The Metropolitan Museum was listed
as having 'Woman on a Balcony', 'El Corcito' (fig.40) and 'La Gitana' whilst Mrs Elmhirst's
Apartment had 'Castle of Turegone' (Fig.41), 'Sepulveda near Segovia' and 'La Vergin de la
Pena'. The three Zuloaga paintings at the Metropolitan Museum were on loan from Dorothy,
together with several Turner watercolours, which were included in the 1942 sale along with
the Zuloagas. Because these paintings did not leave the United States until they were sold, I
have not considered these in this chapter, as this thesis is concerned with paintings that were
selected by Dorothy to be incorporated into the collection at Dartington Hall. Dorothy had
selected the painting, 'La Vergin de la Pena', (fig.33), to complement her growing collection
at Dartington and decided to sell the rest as she no longer had need for them. She had shifted
her focus to works by predominantly British modernists and no doubt felt that two paintings
by Zuloaga, which included the painting 'Avila', (fig.42), bought in Spain in 1927,
adequately complemented her more recent acquisitions.
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Whilst the Zuloaga paintings and the Chinese Kakemonas are the most significant works that
were in Dorothy's possession prior to her life at Dartington, there are examples of furnishings
that are also important. Numerous items of antique walnut furniture, in particular a dining
table and set of twelve chairs, remain in the Dartington Hall collection and an inspection of
the insurance inventory of 1130 Fifth Avenue shows that such items were bought for Dorothy
and Willard's home in New York. In addition to these purchases, other items were acquired
that are worthy of mention. It would be tempting, for example, to assume that all Chinese art
works included in the 1916 inventory were purchased by the Straights in Peking, but it is in
fact the case that many such items were bought at a later date from auction houses in New
York. In particular, Dorothy bought three antique Chinese rugs from the Thomas B. Clarke
collection at a sale in January 1915, and one of these may have been situated in the library at
1130 Fifth Avenue. It is not known whether any such textiles were brought over to
Dartington, and it is likely that most of the rugs, and probably those of the most value, were
sold at auction upon the sale of the house in 1927. At this time, the contents of Dorothy's
home were divided up, 'some for the galleries, some for the apartment, some for Westbury,
and some for storage.' One of the rugs from the house was taken to the new apartment, as
Miss Bogue wrote to Dorothy,
It would seem that the dining room is even more attractive than it was at 1130, and the
furnishings from 1130 fit in beautifully in their appointed spaces. On the wall at the
end of the room, opposite the fireplace, Mrs. Green has put that yellow silk Chinese rug
which pleases Mrs. James and her immensely.75
As Dorothy was in England, her secretary, Anna Bogue, supervised the placing of the art
works that had been retained from 1130 Fifth Avenue. There are several letters between
Dorothy and Miss Boque which document the progress of the siting of such works, and from
these it becomes clear that throughout this time, despite the geographical distance between
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them, Dorothy maintained control over the process of the hanging of her pictures in her new
home in New York. Bogue wrote, for example, 'One of the Goyas is in your room over your
chiffonier near the bathroom door. Major Straight's polo portrait is over your fire place, as
you requested...' 76 The portrait of Dorothy painted by Walter Dean Goldbeck was also
brought over from America and was hung in the main stairwell at Dartington, where it
remains to this day (figs 43 & 44)•77
The issue of patronage has, throughout this chapter, been linked specifically to interiors and
consideration has been given both to the environments Dorothy grew accustomed to at an
early age and those she subsequently created. The reason for this is that it is my contention
that Dorothy came of age at a time when the social significance of interior decoration was at
its peak in New York. It mattered less how one had acquired one's wealth and more how one
chose to spend it. To be seen to be a person of discerning taste was the distinguishing feature
of William Whitney's generation, and although Dorothy never attempted to amass a
collection on anything like the scale acquired by her father, it is possible, I would argue, to
perceive something in Dorothy's patronage of the arts that in some ways reflects the kind of
connoisseurship displayed by Whitney. Dorothy showed an early appreciation of
harmonious interiors created specifically for entertaining guests on a grand scale and
although her manner of patronage differed greatly from her father's, Dorothy learnt through
example how to visually project a unique synthesis of taste in the display of paintings and
sculpture within a complementary interior space. Unlike her father, Dorothy was intimately
involved in every significant purchase that was made for her home in New York and also at
Dartington. She delighted in getting each and every aspect adjusted to her requirements. The
same may be said of her involvement with the gardens at Dartington and also regarding her
selection of furnishings for the Nursery School at Aller Park and the Junior School at
Foxhole, Dorothy would accept nothing but the best and this is a trait she no doubt inherited
from her father.
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As the next chapter will demonstrate, Dorothy brought with her a fascination for the creation
of harmonious interiors when she left New York to begin a new life in England. It may be
argued that her subsequent selection of art works for Dartington followed a pattern that may
be discerned through an evaluation of interiors created by her during her life in America.
Although she eschewed the extravagant displays of wealth favoured by her father, Dorothy's
patronage in America was influenced by contemporary trends in social consciousness, where
particular values were emphasized in relation to the evolution of a democratic society. Thus
Dorothy's arrival in England presented her with a new challenge in the formation of a
collection which was to adequately represent her and to, literally, re-present her to her
European counterparts in the light of her new nationality and reformulated personal identity.
It must be stressed that any evaluation of Dorothy's acquisition of art works must be
concerned to a certain extent with what the collection reveals about her personal taste. This is
no small matter, because as this chapter has set out to establish, the expression of taste is
inextricably bound up with notions of identity. Thus the collection and display of art
becomes, in one sense, a vehicle for the projection into the public sphere of particular values
that may be perceived in the art works themselves and the manner in which they are
displayed. To put the matter simply, is it the case that an individual buys what he or she likes
with little thought for the consequences of their choice, or does the selection and display of
art involve issues that are more complex and relative to wider concerns? The following
chapter sets out to address some of these issues as they pertain to Dorothy's acquisition of
paintings and sculpture for her collection at Dartington.
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Chapter Three.
Dorothy Elmhirst's Collection of Paintings and Sculpture at Dartington Hall.
Dorothy Elmhirst's life in America was one of great privilege and opportunity, as the previous
chapter has shown. Her father, William C. Whitney, was a connoisseur of the arts and
surrounded himself and his family with extravagant displays of wealth and opulence.
Dorothy's own taste was less ostentatious, and the collection acquired by the Straights
displayed a more modest approach to furnishing their home. When Dorothy married Leonard
Elmhirst in 1925 and came to England, the move prompted a complete reevaluation of her life
and her new role in the creation of the experimental community at Dartington. Bringing with
her only a few reminders of her life in America, Dorothy embarked upon a complete overhaul
of the interior of the private quarters of the Hall whilst Leonard concentrated on the restoration
of the structure of the buildings.2
Having made the decision to marry, Dorothy remained in America with her children whilst
Leonard came to England in February 1925 to find a suitable place upon which to embark on
their new venture. He first visited the Hall with his sister Irene Rachel on the 2nd March and
found the estate to be perfectly suited to his requirements. The estate was, at that time, owned
by Arthur Melville Champernowne whose family had owned the estate since 1559. The
buildings themselves dated from the late fourteenth century and were in a state of dereliction,
(fig.45). The manor house had been built for John Holand, Earl of Huntingdon and Duke of
Exeter and given to him by his half-brother, Richard II whose royal badge depicting a white
hart on a red rose later became, in Michael Young's words, the symbol of the modern
Dartington, (fig.46). Leonard secured an option on the property before leaving a week later for
America where he and Dorothy were married at Westbury in April 1925. They honeymooned
on Dorothy's brother Payne's private yacht in the Caribbean before leaving for England on 20th
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May, and by 29th they were in Exeter. Dorothy's first glimpse of Dartington was recorded in
her diary as follows,
Sat. Exeter. To Totnes by car - thence Dartington - all morning in the place. Too
heavenly. Lunch at Seymour Hotel. back to Dartington - interior difficult! Tea
Elizabeth Tea Room.3
As photographs of the interior demonstrate, (figs.47 & 48), the private quarters in 1870 were
decorated throughout with patterned wallpaper and decorative ceilings, large gilt-framed oil
paintings and ornate furniture. By the time the Elmhirsts bought the estate, it had fallen into a
state of neglect and the private quarters were in need of complete renovation. There is no doubt
that in comparison with the environments Dorothy was accustomed to, the private house
presented a challenge, particularly considering the roof of the adjoining 70 foot banqueting hall
had been removed in 1813 and the building allowed to fall into severe neglect. (fig.49).
Undeterred, the Elmhirsts began negotiating the purchase of the estate, which was bought for
£30,000, whilst they stayed at the Seymour Hotel in Totnes.
In October they rented a house in nearby Totnes called 'Elmsleigh', before sailing to America
to be with Whitney, Michael and Beatrice who remained abroad until adequate renovations had
been made to accommodate them. Dorothy and Leonard also were present at the formal
dedication of Willard Straight Hall on 14th December, returning to Dartington in January 1926.
Dorothy went to London in March ready for the birth of their daughter Ruth and on the 16th
May 1926 they moved into the Old Parsonage at Dartington. 4 They were to remain there until
the private house was renovated and ready to move into, a task that was completed by
September 1 926. As soon as the Elmhirsts were able to move into the private quarters of the
Hall, Dorothy began to visit galleries in London in order to find suitable art works with which
to furnish the interior, and by the mid-thirties had acquired a substantial collection of paintings,
sculpture, drawings and prints.6
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The Elmhirsts' contribution to the enterprise at Dartington was fundamental and vital, and their
centrality in the creation of this inspired and experimental community in rural Devon has been
widely recognized. However, Dorothy Elmhirst' s personal involvement in the promotion of the
visual arts at Dartington has been consistently understated and her importance as a patron of
British modernist artists has remained unacknowledged in recent accounts of the modern
movement in British art. This chapter sets out to reposition the Elmhirsts within the small
group of individuals who gave support to modern art in England through an evaluation of their
patronage of contemporary British artists associated with the modern movement. The
Elmhirsts shared a belief in preserving the beauty of the past through modern methods and
began to explore their new life at Dartington in relation to a process of renewal that centred on
dialogue with experts in the fields of architecture and the arts. Michael Young refers to the
manner in which Leonard, 'loved being by Weir's side as Weir chose the iron studs, hinges,
bolts and latches for the doors, walked through the Dartington woods to select oak branches of
the right rounded shapes for the roof trusses, or took the spokeshave from the carpenter to show
him just how a medieval craftsman would fmish off the chamfers on the oak beams.' 7 Yet this
attention to handcrafted detail, which enabled a faithful reconstruction of the medieval
buildings was underpinned by the Elmhirsts' introduction of modern amenities. It may be
asserted that the modernising impulse that found expression in terms of the estate buildings and
services was also evident in Dorothy's choice of art.
Many of the paintings that were bought by Dorothy in the pre-war period remain in the
Elmhirsts' collection. However, several substantial works were sold after Dorothy and
Leonard died and so the collection as it stands today offers but a partial account of the
collection acquired by the Elmhirsts in the period covered by the thesis. By looking through
the receipts of purchases and insurance inventories it has been possible to reconstruct an
account of exactly which art works were bought and when, and a thorough examination of
Dorothy's appointment diaries has revealed the extent to which Dorothy was personally
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involved in this aspect of the Elmhirsts' patronage of the visual arts. The current catalogue of
the collection lists the entirety of the Dartington Hall Trusts' holdings. The list documents the
location of each item on the estate and it has been compiled mainly for insurance purposes.
The catalogue lists furnishings, textiles and Leonard's collection of pots along with a list of
paintings, drawings, prints and sculpture. This thesis focuses on the fine arts, although because
some of the paintings relate to either costume design or dance, I have chosen the term visual
arts to adequately describe the scope of the collection.
A cursory glance through the catalogue of paintings reveals that the Elmhirsts had a preference
for art works produced by artists associated with British modernism in the late twenties and
early thirties. Dorothy and Leonard bought works over a number years by such artists as
Christopher Wood, Frances Hodgkins, Winifred Nicholson, Ben Nicholson, Henri Gaudier-
Brzeska, Henry Moore, Eric Gill, David Jones, Graham Sutherland, John Piper, Alfred Wallis,
and Jacob Epstein. It has been possible to present an overview of the acquisition of many of
the main additions to the Elmhirsts' collection through mapping out their purchases on a grid
(see Appendix 2), which spans the period 1925 to 1950.
Through documenting the purchases made against the times when Dorothy was in England, it
immediately becomes clear that it was only when she was in the country that purchases were
made. This is significant because it substantiates clearly that it was through Dorothy's agency
that the collection was acquired. The periods when she was out of the country are represented
as shaded areas, and it becomes evident that in the period 1925 to 1940, Dorothy was often
away either in America or in Europe and yet, interestingly, did not buy art works in the course
of her travels. It appears to be the case that nothing was bought for her collection at Dartington
whilst she was in America, again reinforcing that she was interested in contemporary British
art, which she bought over a substantial period. Also significant is that Dorothy's patronage
did not extend to an intimate involvement with the artistic lives of the artists themselves. She
preferred to buy from the London galleries and if one looks closely at her purchases over a
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twenty-five year period, it is evident that she was consistent in this. From the overall picture
that presents itself through this empirical approach to the subject, I would suggest that
Dorothy's particular approach to the acquisition of contemporary art involved visiting the
relevant galleries during the periods when she was in London and buying from the printed
catalogue.
If we take the collection at Dartington in its entirety as evidence of exactly what constituted
Dorothy's taste, it would perhaps suggest that the art works favoured by her were
overwhelmingly domestic in scale and, being by artists who had yet to establish a reputation,
modest in price. The Elmhirsts bought art works for a variety of reasons. Building up a costly
collection of major works by artists of established reputation was evidently not one of them.
Embarking on a radical venture in rural regeneration and progressive education obviously
required huge resources, and Dorothy's funds were directed first and foremost towards the
reconstruction of the mediaeval Great Hall, building adequate accommodation for staff and
pupils, and establishing the school and estate departments. The Elmhirsts did not intend, in the
late twenties and early thirties, to furnish their new home with an expensive collection of
paintings and sculpture. Given that Dorothy evidently owned a number of substantial
paintings, sculpture, etchings and prints which she left behind in America, it is likely that not
only did Dorothy feel that they were too valuable for Dartington but out of keeping with the
interior of the hall. So whilst Dorothy was buying relatively inexpensive art works by
contemporary artists from galleries in London, her important collection of Turner watercolours
and paintings by the Spanish artist Ignacio Zuloaga were loaned to the Metropolitan Museum in
New York before being sold in 1942.
Thus by considering the works of art that Dorothy did not bring to Dartington, but chose to
leave in America, it is possible to view the Elmhirsts' collection of modern British art as being
decidedly considered. Dorothy did not simply buy because she was advised, she bought
modern works by artists native to Britain because she was keen to demonstrate her support for
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artists associated with the modern movement and by displaying such art works in the private
quarters of the Hall, Dorothy was making a clear statement regarding her interaction with the
enterprise at Dartington. In this regard Dorothy may be seen, in the pre-war period, as being
intent on redefining her immediate environment through an engagement with particular aspects
of modernist painting and sculpture and in this chapter I will argue that her purchases reveal a
continuity of taste which spanned a period of twenty five years. The majority of the purchases
made in the early thirties, before the outbreak of war, were by artists associated with the Seven
and Five Society. In the forties, the Elmhirsts maintained an interest in the subjects of
landscape and still life through their patronage of Frances Hodgkins' work and developed a
tendency towards buying works by artists associated at this time with the neo-romantic
movement, such as Piper, Sutherland, Collins, Vaughan and Colquhoun. Some of the art works
were not bought for display in the Hall. Dorothy often bought paintings as gifts, yet they
remain significant as they demonstrate clear evidence of Dorothy's patronage of contemporary
artists and the exercising of her own taste.
Photographic reproductions of the interior of the private quarters in the late nineteenth century
reveal the extent to which Dorothy stripped the rooms of decoration and redesigned the interior
to suit her tastes, adding yew panelling in the morning room, for example, to replace the
papered walls. In 1964, Dorothy was photographed in this room surrounded by the art works
that she had collected over a period spanning nearly four decades. The morning room was
where Dorothy would sit, at her desk, and write letters after breakfast. Her library shelves were
filled with texts on Shakespeare and gardening, and they remain there, with her desk, to this
day. Looking at the photographs of the room, (figs. 50 & 51) some art works can be discerned
that remain in what has become the Dartington Hall Collection, such as Gaudier-Brzeska's
alabaster 'Boy' (fig. 52). Most have unfortunately been sold after Dorothy and Leonard died.
Thus the surviving photographs offer a significant legacy as they provide a visual
representation of the Elmhirsts' collection of paintings, sculpture, ceramics and textiles in the
context of the environment in which they were intended for display.
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At first glance, the paintings by Picasso (fig.53) and Christopher Wood (fig.54) catch our eye,
followed by the sculptures by Moore and Gaudier-Brzeska. Yet upon closer inspection, the
room exhibits a certain eclecticism in the mixture of modern paintings and sculptures with
objects from various ages. It becomes clear that there is no immediately apparent visual unity,
as such items as an antique Chinese screen, mediaeval sculpture, a Persian rug, Georgian tables
and thirties furnishings are displayed together. This leads one to question whether the
furnishings and art works in this room, a room set aside for Dorothy's personal use, were
purchased with this particular room in mind or whether they were brought together in a more
haphazard manner. More specifically, one could enquire as to the extent to which the
furnishing of this room represents the exercising of Dorothy's personal taste. To provide
answers to these kinds of questions, it is necessary to establish first and foremost where the art
works that are represented in this photograph, and others that were displayed in further
significant rooms, were purchased, when, and for what purpose; for it is only through a deeper
understanding of the collection as a whole that these works can be fully understood in the
context in which they were displayed.
In the Foreword to the 1951 exhibition, 'Paintings, Sculpture and Furniture Belonging to Mr.
and Mrs. Elmhirst', Peter Cox wrote,
Mr. and Mrs. Elmhirst do not consider themselves as art collectors. They have bought
works of art to furnish and decorate their house, collecting many of their most interesting
objects either in the course of their travels or in their desire to help and stimulate other
artists and craftsmen. They have not specialized in any one branch of art, nor have they
set out to acquire 'museum pieces'. Almost everything they have has been bought for its
intrinsic appeal to the eye.8
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This interest in and appreciation of the 'intrinsic appeal' of an object collected in the course of
their travels accounts for the many and varied selection of small sculptures and artifacts which
could be found throughout the estate, and which, for example, inspired Leonard's collection of
pots. Peter Cox named the Elmhirsts' 'desire to help and stimulate other artists and craftsmen'
as a second motivating factor in their selection of art works, and it is this desire to be of
assistance to contemporary artists which probably accounts for the purchasing of many pieces
which contributed to the collection. It is also pertinent to add a third motivating factor and that
is the intention to contribute to, and to be seen to be associated with, the major innovating
tendencies in British contemporary art, not only through gallery purchases, but also through
dialogue with significant figures in the modem movement in Britain.
The Elmhirsts' personal contacts with those outside the estate, and their invitations to several
artists and critics to come to Dartington during this period offer vital evidence that they were
determined to engage with significant developments in British contemporary art. An analysis
of such discourse will not only determine what constituted the collection itself but, more
importantly, by referencing the collection of modern art works, and thus the aspirations of the
Elmhirsts themselves, beyond the confines of the Dartington Hall Estate, the collection and its
owners will be restored to a more centralised position within parameters of discourse relating to
the patronage and promotion of modernism in Britain. Thus this chapter will also consider the
relationships forged at this time with certain key advisors to the Elmhirsts, such as Jane Fox-
Strangways, Mark Tobey, Bernard Leach and H. S. Ede, as it becomes evident that the
collection at Dartington was an expression of a synthesis of taste, between Dorothy and
Leonard, and between the Elmhirsts and those who introduced them to, and acted as guides
through, the London galleries exhibiting work by modem British artists in the early 1930's.
In his account of English Art and Modernism, Charles Harrison wrote,
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those younger writers and collectors who were attracted by the group shows of the Seven
and Five Society, and by the one-man shows of its members, now began to moderate the
Bloomsbury hegemony by providing a measure of real if modest, support. R. H.
Wilenski, Herbert Read, Adrian Stokes, Geoffrey Grigson, H. S. Ede and Margaret
Gardiner were among those who expressed their sense of community with the younger
English artists in the early 1930's, either by writing about their work or buying it or
both.9
In noting the modest support provided by writers and collectors to painters and sculptors
associated with the Seven and Five Society, Harrison omits reference to the Elmhirsts at
Dartington. Yet in the course of this chapter it will become clear that Dorothy also shared a
preference for the landscapes and still lifes produced by members of this group and as the
decade progressed came to be regarded as a significant patron of contemporary art both by the
artists themselves and certain key promoters of British modernist art. Correspondence confirms
that such figures as H. S. Ede, Michael Sadler, Ben Nicholson, Barbara Hepworth, Graham
Sutherland, Herbert Read and Henry Moore were some of the people associated with the
modern movement in Britain who came to Dartington during the later thirties and early forties
and whose enthusiasm extended beyond an acknowledgement of the Elmhirsts' role as patrons
of contemporary art to a recognition of the significance of the Dartington project in relation to
the promotion of the visual arts in Britain, and it is this development in its relation to wider
issues concerning arts patronage which is the central concern of the thesis. Perhaps Harrison's
omission is due in part because Dorothy did not form significant relationships at an early stage
with the artists whose work she bought, preferring instead to buy from galleries. It has been
well documented that Hampstead was the nexus that brought avant-garde artists together in the
thirties and the Elmhirsts did not associate themselves with this grouping. Despite being
invited, for example, by Ben Nicholson to visit his studio in Hampstead for tea, there is no
evidence from Dorothy's diary that this offer was taken up. In the course of later chapters it
will be seen that Dorothy preferred to draw to Dartington those artists whose own sense of
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artistic direction led them to seek to engage with community life in a rural environment in order
to discover a sense of common purpose or a fundamental spiritual unity. Thus the Elmhirsts
comparatively detached relationship with artists associated with the London avant-garde may
have resulted in their exclusion from subsequent histories of the art of the thirties.
In the exhibition catalogue, Art in Britain 1930— 1940 centred around Axis, Circle, Unit One,
published in 1965, Jasia Reichardt included the Elmhirsts amongst those more commonly
associated with the patronage of British modernism. Reichardt wrote,
Today, the implications of the arts situation in Britain thirty years ago seem vast, and yet
the whole movement of which the true importance was only generally realised much
later, was centred around a very small number of individuals. A few artists, like Moore,
Hepworth and Nicholson, most of whom happened to be living in Hampstead; a few
patrons, who were also friends; and one principal critic and spokesman for the avant
garde - Herbert Read.
Reichardt continued,
During those very hard times, when it was almost impossible to sell works of art from
exhibitions, there were a few people whose continued support made up for the complete
disinterest of the public and the art establishment alike. Amongst them were certainly
Helen Sutherland, Peter Gregory, C. S. Reddihough, J. R. M. Brumwell, Sir Leslie and
Lady Martin, Michael Sadler, Robert Sainsbury, the Leonard Elmhirsts, Mrs. Ventris, Sir
Solly Zuckerman, Margaret Gardiner, J. D. Bernal, Nicolette Gray and H. S. Ede. 10
That Reichardt considered the Elmhirsts to be patrons worthy of note is significant because, as
the only reference to the Elmhirsts' artistic patronage in any art historical account of the period,
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it substantiates the argument asserted in this chapter that recent histories of British modernism
have tended to overlook the extent of Elmhirsts' patronage of contemporary art in the thirties.
In his essay, 'Strategies of Situation '. British Modernism and the Slump c. 1929 - 1934,
Andrew Stephenson provides an account of the economic crisis affecting the art market in the
thirties that was referred to by Reichardt, stating,
The vulnerability of British Modernism to the determination of material and economic
factors has never been so clearly nor dramatically exposed than in the period of the
Slump from c. 1929— 1934. During these years, the changing social and political
pressures of the Depression forced a crisis in the economic and cultural consumption of
Modern Art which was primarily registered in a collapse in the London art market.'1
Of particular relevance to this thesis is Stephenson's assertion that,
during the Slump discussions about the economic nature of artistic practice and the social
and political role of the artist in Britain were formed by and in relation to a variety of
unstable factors and economic determinants, which operated with varying efficacy
throughout the period. I shall argue that these 'strategies of situation' can be recognized
as improvised and fragile constructions in which definitions of artistic competence were
being altered and rephrased for different audiences in response to changing political
policies and in relation to the emergence of new forms of private and corporate
patrOflage.'2
Stephenson notes that from the mid-twenties until the Wall Street crash, 'there was an
increasing interest in and expanding demand for British Art amongst the British middle and
upper middle classes', with the work of Spencer, Nash, Baynes, Burra, White, Wadsworth and
Nevinson singled out as a means of investment for a wider art public that included increasing
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numbers of middle class buyers. This expansion of the art market during the mid-twenties had
resulted in increased sales for contemporary artists, particularly those associated with the
London Artists Association, an exhibiting society established in 1926, supported by a group of
wealthy patrons associated with the Bloomsbury group. As Harrison states,
Fry and Bell were powerful figures during the twenties and they exercised a considerable
influence over a wide range of dealers and patrons. Those artists they were not prepared
to support were hard pressed to show and to sell work; in contrast, many of those whose
work they approved were provided with a measure of financial security through the
London Artists Association, a scheme sponsored by the economist John Maynard Keynes
amongst others whereby certain artists were guaranteed an annual income in return for
the right to dispose of their work. 13
Most of the artists invited to join the LAA were members of the London Group, founded in
1914. Roger Fry had been elected a member in 1917 and was joined by his Bloomsbury
associates, Vanessa Bell and Duncan Grant, in 1919. In a vote of dissent following the growing
Bloomsbury membership of the group that, by 1920, included such artists Matthew Smith and
Mark Gertler, a faction of the London Group had seceded to form the X Group and offered its
members an alternative exhibiting outlet to rival the Bloomsbury hegemony. Its members
included, Edward McKnight Kauffer, Wyndham Lewis, Frank Dobson, William Roberts,
Edward Wadsworth and Charles Ginner. However, the group succeeded in holding only one
exhibition at Heal's Mansard Gallery in March 1920 before dissipating largely as result of the
inability of its members to maintain a common goal.
The Seven and Five Society had formed in 1919 and held its first exhibition at Walker's
Galleries a month after the X Group show. Unlike the X Group, which, Harrison stated, 'had
tried to recapture the spirit of pre-war avant-gardism, and. . .had failed,' members of the Seven
and Five Society were bound together by little more than circumstance and a desire to form an
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exhibiting outlet. 14 For this reason more than any other, the society succeeded in becoming
'the principal platform for the only significant group movement in English painting during the
1920s."5
Thus when Dorothy moved to England and began, around 1928, to show an interest in buying
contemporary British art, the buoyant London art market had expanded to cater for an increased
number of buyers, particularly those who, for speculative purposes, were interested in
purchasing contemporary British art. Stephenson notes that the Leicester Galleries were
particularly involved at this time in the promotion of the work of artists associated with the
LAA and the Seven and Five Society and, more than any other gallery in London, worked to
expand its clientele to incorporate three patronage groups. Stephenson states,
Firstly, in its promotion of modem British art alongside exhibitions of works by leading
late 1 9th century and early 20th century French artists, the Leicester Galleries was
particularly successful in introducing British art to wealthy patrons whose tastes were
decidedly pro-French, but who could no longer obtain French works from this
period.. .Secondly, in its selection of works by British painters which employed
'traditional' oil or watercolour techniques, or depicted British landscape themes treated in
a 'modem' way by younger artists, the Leicester Galleries courted those more
conservative buyers of British painting who had been excluded from the market for 'Old
Masters' by their spiralling prices, but who nevertheless wanted to buy either works with
recognizable British subjects or ones which were executed in traditional techniques.
Thirdly, by showing cheaper examples of watercolours, drawings and prints by British
Modemists, the Leicester Galleries attracted a young middle-class audience and
encouraged them to collect more reasonably priced contemporary British art which might
rise in value.'6
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Dorothy became a part of this growing art market for contemporary British art when she visited
the London galleries in search of paintings and sculpture for her home at Dartington. Most of
the art works in the Elmhirsts collection came from galleries and dealers based in London. The
Redfern Gallery, the Leicester Gallery, Alex, Reid and Lefevre, and Arthur Tooth and Son were
the most frequently visited by Dorothy and Leonard whilst they stayed at their flat in Upper
Brook Street near Hyde Park, and when they were not able to make selections in person, they
relied on others, such as Jane Fox-Strangways, to make purchases for them. However,
Dorothy's patronage of contemporary British art does not appear to fit comfortably with any of
Stephenson's descriptions of the types of buyers interested in Modern British art. Dorothy was
undoubtedly a wealthy patron, and yet her taste in art was not 'decidedly pro-French' nor was
she particularly interested in acquiring 'Old Masters', as her decision to leave her collection in
America has demonstrated. Nor could Dorothy be described as a member of the middle-classes
who were encouraged to buy cheaper watercolours, prints and drawings by contemporary
British artists for speculative purposes. The evidence thus points to a fourth type of patronage,
not identified by Stephenson, that Dorothy engaged in and which was identified by Reichardt as
the patronage of a minority of writers, intellectuals and wealthy individuals who bought
contemporary British art in order to support the work of young artists who had not yet been
afforded substantial public recognition. This may be seen particularly in the instance of
Dorothy's early patronage of Henry Moore.
Dorothy bought her first piece of contemporary British art in January 1928. It was a sculpture
by Moore from his first One-man show at the Warren Gallery and the piece, entitled Figure,
(figs.55 & 56) was of a young girl in Verdi di Prato. It was one of Moore's earliest works,
having been made in 1923 whilst he was a student at the Royal College of Art. Dorothy visited
the exhibition and on her return to Dartington had written to the Warren Gallery to buy the
piece, stating
Dear Madam,
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When I was in London last week, I visited your interesting exhibition of Mr. Moore. I
should like, if possible, to buy the bronze head which was in the first room on a table,
priced, I believe, at 45 guineas.'7
The fact that Dorothy bought an example of Moore's work at such an early stage in his career
indicates that she was interested in buying contemporary art works by lesser-known artists and
possessed sufficient confidence to make a decisive purchase. 18 The purchase of this early
work by Moore also highlights a practice continued by Dorothy throughout the period during
which she acquired her collection. Dorothy oniy bought an art work for the private house when
she was certain of where it would be placed. Moore's 'Figure' was bought specifically for
display in Dorothy's morning room, and was situated by the window that overlooks the terraces
where it remained until it was sold after her death. Furthermore, and crucial to for the purposes
of the thesis, is the fact that Dorothy's purchase of Moore's sculpture at such an early stage in
his career demonstrates that she established herself as a patron of contemporary British art
be fore the slump in the British economy following the Wall Street Crash in October 1929.
Whilst Dorothy may have bought Moore's work on her own account, it is likely that she was
told of the exhibition by her friend Jane Fox-Strangways who came to Dartington as a potter on
the recommendation of Bernard Leach and was the first resident artist appointed by the
Elmhirsts.' 9 Dorothy and Leonard had seen some of her work exhibited in London in
December 1926, and invited her to come to Dartington in February 1927.20 Fox-Strangways
remained at Dartington for only two years yet during this time she formed a close friendship
with Dorothy that lasted until Dorothy's death. 21 Her contribution to the promotion of the
visual arts at Dartington was threefold. As a potter, she produced, amongst other works, the
tiles for the fireplaces in Aller Park and the Courtyard, as a teacher she ran classes encouraging
self-expression through the plastic arts, and as a critic she offered advice to the Elmhirsts'
regarding their own purchases of contemporary art. It is this last role that is pertinent to the
concerns of the thesis and which will be explored in the course of this chapter.
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Fox-Strangways was supported financially over innumerable years by the Elmhirsts, and the
archive holds piles of unpublished poems sent to Dorothy in gratitude for the many gifts she
had given her. 22 As the years passed, she relied increasingly on Dorothy's financial assistance,
and by 1939 Dorothy began to seriously question the wisdom of increasing her allowance upon
demand. 23
 Dorothy did, however, finance the publishing of a set of poems, and review copies
were forwarded to such publications as Time and Tide, The New Statesman and The Times
Literary Supplement. The promotion of Fox-Strangways' poetry and art criticism went back to
the thirties, when Dorothy sent copies of her work to several publications. In March 1937, for
example, Dorothy sent a review written by Fox-Strangways (known also by her first name,
Sylvia) to Lady Rhondda, of Time and Tide. 24 This active promotion of Fox-Strangways'
written work reflects the high regard in which Dorothy held her views on art, but it is only
when the personal correspondence between Fox-Strangways and the Elmhirsts is considered
that the depth of her influence on the formation of the collection may be seen.
When Fox-Strangways left Dartington in 1929, her role had shifted to one of art critic and
advisor to the Elmhirsts. Up until 1935, Fox-Strangways was instrumental in the acquisition of
many of the paintings by Christopher Wood bought by the Elmhirsts, and she accompanied
Dorothy to the London galleries to advise on the selection of other significant purchases. Not
only did she recommend which shows the Elmhirsts should go to see when they were in
London, she also went to exhibitions on their behalf when they themselves were unable to,
acting as their authorized agent and detailing which art works she urged them to acquire in
numerous letters to Dorothy and Leonard. Some of these letters have been kept, and from them
it is possible to glean an insight into the ways in which the Elmhirsts began to tentatively select
which paintings and sculpture would be most suited to the interior of their residence at
Dartington.
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On the 5th of November 1930, Leonard wrote to Fox-Strangways and demonstrated his reliance
on her opinion by inquiring about the merit of Hepworth's work. He asked,
I wonder whether you have seen Barbara Hepworth's things at Tooth's gallery? The thing
I liked there was a small torso in wood - a woman - but I do not trust my own judgment
on it. One or two other people also had the feeling that this was a fine piece of work, and
I wondered very much if you could pass your eye over it. It is no. 43, Pinkardo Wood
(sic).25
The exhibition was a joint showing of Hepworth's work with that of her first husband, John
Skeaping. Despite a favourable response from the critics in the national press, Fox-Strangways
replied on the 9th of that month,
Dear Leonard, I went down to look at that torso you liked on the same morning I got your
letter, but it was sold, so I didn't bother to write immediately, as I was feeling unusually
tired. Its a funny thing that you are the second person who has asked my opinion of
Barbara Hepworth's work; and difficult as it is to give an opinion about any artist, she is
one about whom I find a peculiar difficulty. Her work is so extremely pleasant and
satisfactory that I am afraid it may be something in myself that prevents my getting fired
by it - especially as for one year we were fellow students at the Royal College. She is
undoubtedly a very good crafts-woman, with great sensitivity and aesthetic appreciation;
but I personally have an emotional conviction that when I look at real art I receive a
shock, or at the very least a kind of desire to question or observe, with which she has
never inspired me. I don't mean that she never will; but at present I think I feel that she
is being, if anything, over-appreciated.26
From the correspondence between them, it is clear that Leonard valued Fox-Strangways'
judgment enough to ask her opinion immediately he saw a piece he admired, whilst
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simultaneously demonstrating a lack of faith in his ability to discern the quality of Hepworth' s
work. Perhaps Leonard was particularly struck by one particular work, and simply did not want
to select another piece once he learnt it was sold. That he did not write simply to ask Fox-
Strangways' general opinion of Hepworth' s work, choosing instead to single out a specific
piece, indicated that he, like Dorothy, was willing to actively engage in the selection of art
works which he felt were of particular merit. However, it is possible that the reply he received
ultimately dissuaded him from adding Hepworth's work to the collection, and if this was the
case, then it would imply that Fox-Strangways actively encouraged the Elmhirsts to
discriminate against buying works by artists who were 'over-appreciated' and instead directed
them to those artists whose work she felt to be particularly significant, especially those, like
Wood, whose work was, in her opinion, underestimated and therefore particularly affordable in
the early thirties.
Thus one of the motivating factors behind the Elmhirsts' patronage of young and active modern
artists exhibiting in the London galleries may have been one of cost. The issue of economics
also found expression in Fox-Strangways' correspondence regarding the relative value of
Christopher Wood's works and the sharp increase in their price between 1930, when the
Elmhirsts made their first purchase, and 1936 when the price of his paintings soared and even a
small canvas cost £200, in excess of the price of an Old Master. Jane Fox-Strangways
introduced the Elmhirsts to Wood's work immediately following his death, and although he
came to be the one artist most favoured by both Dorothy and Leonard, to the extent that they
wanted to make Dartington home to a substantial collection of his paintings, the Elmhirsts were
also at this time actively buying paintings by other artists who were, like Wood, exhibiting
members of the Seven and Five Society.
The Depression had begun to affect the London art market in 1930, but its worst year was 1932,
when sales of art hit their lowest point. Thus it may be observed that the Elmhirsts acquired the
majority of their paintings by Christopher Wood, Ben Nicholson and Winifred Nicholson
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during this acute crisis in the art market, making their purchases particularly apposite as they
were in a position to acquire a substantial collection of contemporary art at greatly reduced
prices. That Dorothy also bought pictures by Frank Dobson and William Roberts at this time
suggests that the Elmhirsts' interest in contemporary art was not restricted to members of the
Seven and Five Society, but extended to members of the London Group and the LAA.
Stephenson referred to the Goupil Gallery's annual Summer and Autumn Salon shows of
Modern Art which document a drop in sales percentages in the annual Summer show from a
figure of over 20 per cent in 1929, to just over 5 per cent in 1930 to just over 2.5 per cent in
1931 and no exhibition in 1932. In the Autumn Salon statistics, sales fell from 14 per cent in
1929 to 7 per cent in 1930, rose to over 13 per cent in 1931 but collapsed in 1932 with none of
the 120 works on show sold. By 1932, artists were struggling to survive and many turned to
alternative means of earning an income, particularly in the areas of poster design, illustration,
journalism and theatre design. Paul Nash, in particular, supported himself at this time through
articles published in The Listener and The Weekend Review.27
Dorothy and Leonard became interested in the work of artists associated with the Seven and
Five Society and bought most of the paintings by meibers of this group in the period between
1930 and 1932. The artists they particularly favoured were Ben and Winifred Nicholson and
Christopher Wood, all of whom were key members of the group. By 1932, the Elmhirsts had
acquired several new additions to their collection and commissioned the first insurance
inventory of the Hall and private quarters. From this early record, eight paintings by Winifred
Nicholson are listed as being in the Elmhirsts' possession, along with two paintings by Ben
Nicholson and three by Christopher Wood. 28 In April 1932 Dorothy bought a further three
paintings by Wood, which were not listed in the inventory, bringing the total number of his
paintings in the collection to sxx.
Five of the pictures by Winifred Nicholson are flower paintings and three are landscapes and
were bought in 1930 from the Leicester Galleries. Dorothy first bought Winifred Nicholson's
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work from the one-woman exhibition held there between March and April 1930. She bought
four paintings during her visit, which was probably at the end of March, when she briefly
returned to London following two months in India and before leaving for a three week trip to
Cannes. 29 Two of the paintings bought were 'Pilchard Nets', (fig.57), and 'A Nursery Bunch',
(fig.58). The exhibition itself was a great success, Nicholson having sold 26 of the 31 paintings
shown, which included views of Cornwall, flower pieces and portraits of her family. On
Christmas Eve that year, Dorothy visited the Leicester Galleries again and bought a further four
paintings by Winifred Nicholson which included 'Flowers from Malmaison', (fig.59), and
'Feoch', (fig.60). 3° Her visit came just before the tenth exhibition of the Seven and Five
Society in January and, whilst there, Dorothy would have seen the paintings waiting to be hung,
which included two paintings by Winifred Nicholson, 'Ragged Robin', (fig.61), and 'Alwoodii
Pinks in a Glass Vase', (fig.62), which she bought before they went on show and before she left
for her annual skiing trip to Switzerland.3'
Dorothy was introduced to Ben Nicholson's paintings by the artist Mark Tobey, who had been
invited over from Seattle to teach on the estate. Immediately upon his arrival in England in
October 1931, Tobey urged Dorothy to see Nicholson's work on show at the exhibition of
Contemporary Art at Arthur Tooth's. On the 16th October Dorothy wrote to Leonard from
London,
Today we have been to three galleries with Mark and he has discovered for himself and
for us a young English painter who is the real thing. His name is Ben Nicholson and his
pictures are on view at Arthur Tooth. In a moment of weakness I bought two, but I think
you will like them and they are very cheap.32
Dorothy's awareness of the slump in market prices for contemporary British art may thus be
seen to have affected her decision to buy Nicholson's work. The paintings she bought were
'Hare Hill' and 'Charbon'. 33 In January 1934, Dorothy wrote to Ben Nicholson and recounted
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that '...it was Mark Tobey who first led us to your work many years ago at the Tooth Gallery.
He spotted a picture there which he urged us to buy, and when you come to Dartington you will
see it hanging in the Hall where we enjoy it daily.' 34
 The painting was certainly 'Charbon',
(fig.63). 'Hare Hill' had been shown at the tenth exhibition at the Seven and Five Society,
which Dorothy had seen before it was hung, and yet given the enthusiasm with which she
recounted being introduced to Nicholson's work, it is likely that she had not been shown it at
that time. It is likely that the painting Hare Hill is the painting identified as 'Trees in a
Landscape', (fig.64), in the inventory of the Dartington Hall collection. In any case, by
October 1931, Dorothy had bought ten paintings by Winifred Nicholson, eight of which were in
her possession, two by Ben Nicholson and three paintings by Christopher Wood. At this point
in the Nicholsons' marriage, Winifred was the most successful artist of the two in terms of
picture sales, and this is reflected in the Elmhirsts' collection. However, Dorothy later added a
further two paintings by Ben Nicholson to her collection, 'Cornish Cottages', (fig.65), and
'Still Life with Jug and Bottle', (fig.66), which was painted in 1933 and which may possibly
have been bought by Dorothy from Nicholson's friend, the art critic Adrian Stokes, when he -
came to Dartington.
The Elmhirsts first came across Christopher Wood's paintings at Lucy Wertheim's gallery in
London in October 1930.36 Leonard visited the exhibition in early October and wrote to
Dorothy of his tentative selection of three paintings. 37 He stated, 'My one great thrill has been
Christopher Wood - but how I trepidated in front of twelve of his pictures - and what would
Jane and what will you say to my choice?' 38 By 26th October, Leonard wrote to Dorothy from
his parents' home at Elmhirst in Barnsley, 'I hope there's a special show for Christopher Wood
some day - and I hope you'll like the one I chose.' Leonard included in his letter sketches of
five of the twelve paintings by Wood shown at the gallery, with prices of two and notes on each
(figs.67 & 68), the last illustration was a sketch of 'The Man in the Cart', (fig.69), which
Leonard described as,
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A jolly Frenchman driving a landau downhill through a French village - much more
intriguing than my representative choice - boldness - easy control of a flowing paint -
light - astonishing balance - atmosphere and peace and a sort of dwelling upon the pieces
in it all he loved - but I may be all wrong - except for the one already bought39 this has I
think more of a unity than some of the others. 40
When Dorothy visited the gallery with Jane, she decided on buying this painting along with the
work that Leonard had chosen and one other, 'The Artist's Cottage, Paris' (fig.70). 4 ' Upon
receipt of the paintings, Dorothy wrote to Wertheim,
The pictures have arrived safely and seem more beautiful than ever. We spent our
morning yesterday trying them in all the different rooms in the house. We have found the
right place for two of the pictures, and I am sure we shall suddenly see the right place for
the third.
Two of Wood's paintings, 'The Man in the Cart' and 'The Ship Inn, Mousehole' were hung in
Leonard's study, (figs.71 & 72). Wertheim had also sent two watercolour paintings by Frances
Hodgkins by way of apology over a mix up regarding the price of the three Woods. Although
Dorothy was delighted with the gift it was not until 1940 that the Elmhirsts added her work to
their collection. 42
Christopher Wood had died tragically on 21st August 1930 at Salisbury station by throwing
himself under a train. Shortly before his death, his patron Lucy Wertheim had bought several
of his most recent paintings following his plea for funds. Wertheim was in the process of
organizing an exhibition of his works when she received news of his death and continued with
the planned exhibition of the paintings in her possession. It is significant that the Elmhirsts
visited the gallery before the opening of the exhibition and found themselves in a position to
negotiate purchasing three paintings by Wood just six weeks after his death. 'The Man in the
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Cart' was chosen from Wertheim's personal collection, and was retained by her for inclusion in
the exhibition.43
At the major retrospective exhibition of Wood's work at the Lefevre Galleries in April 1932,
Dorothy chose the painting 'Dancing Sailors' (fig. 54) which was priced at £200. She also
bought 'Brittany Fisherwoman' (fig.73) and 'Crocuses' (fig.74). Michael Straight recently
recalled that 'Jane Fox-Strangways, a resident artist at Dartington telephoned DWE and told her
to take the first train to London. DWE went to the exhibition and bought 5 - 8 of the 26 - 28
paintings in the show.' 45 This verification of Dorothy's involvement in the selection of the
Christopher Wood paintings, despite the overestimation of the actual numbers bought, offers a
crucial insight regarding the purchasing of art works for the Elmhirsts' collection. Fox-
Strangways occupied a position of influence in the estimations of the Elmhirsts and did so for a
number of years, and whilst it would be hard to overestimate the effect her assessment of the
British modern movement had on the Elmhirsts in the early thirties, it would be wrong to
assume that Dorothy and Leonard blindly followed where she chose to lead.
Unlike her father, William C. Whitney, whose mansion at 871 Fifth Avenue was turned over to
Stanford White to fill with the spoils of Europe, Dorothy Elmhirst chose to actively engage in
the selection of paintings and sculpture for her home at Dartington. Also in contrast to her
father's home, the art works in the private house were, as her son Michael wrote of Dorothy's
morning room, 'chosen over time, not by chance and not simply to enrich that room.' 46 The
Elmhirsts bought the majority of pieces within their first ten years at Dartington, the most
concentrated period being 1930 to 1935. They took the advice they sought seriously, and often
would hesitate to buy a piece without the approval of those whose opinion they respected. Yet
their patronage of the visual arts was a process in which they were, for the most part, intimately
involved. It was not simply the case that Dorothy bought upon recommendation, as it was only
when a painting or sculpture was regarded as being in keeping with the Elmhirsts' private
quarters that it was bought. There are several instances where paintings were sent on approval
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from London galleries, only to be returned some days later as unsuited to their surroundings.47
It was not only the case with paintings selected from galleries. If an artist's work was bought
that was not in line with the Elmhirsts' taste, mostly on the occasions when vital financial
assistance was offered to a struggling artist, it was often put away rather than be displayed.
Mary Bride Nicholson, Dorothy's secretary, recounted how she found stacks of paintings stored
in the attic, many by artists whose paintings were acquired in this way.
When the Lefevre Galleries held an exhibition of Wood's watercolours in February 1934,
Dorothy visited the exhibition and took the opportunity to buy a further four paintings,
including 'Chelsea', 'Hotel Bristol' and 'Cows' (figs. 75, 76 & 77)48 Dorothy was, by this
time, well informed about the economic value of Christopher Wood's work and successfully
negotiated with the gallery concerning the painting, 'Street in Paris'. Following her visit she
was informed, 'Your observations regarding price have been discussed with Mr. Ede, and we
are able to state that in the event of your desiring to acquire this particular fine example, it will
be reduced from 50 guineas to 40 guineas.' 49 The painting was in fact returned to the gallery
before Dorothy left for America. On the 19th February, Dorothy wrote to Leonard from the S.S.
Majestic whilst sailing to America, 'When in Southampton and again at Cherbourg as I
watched the tugs at work I began to see them through Christopher Wood's eyes.' 5° The effect
his paintings had on her was clearly profound.
Dorothy was, in the mid-thirties, eager to add to their collection of Wood's work and was by
this time regarded as a substantial patron of British modernist art. 5 ' Dorothy began to
correspond with Jim Ede who, through his contacts at the Tate Gallery, was in a position to
advise her on the relative value of paintings by Wood which were either in the London galleries
at that time or were coming on to the market from private individuals. 52 At this point in his
career, Ede was a major figure in the collection and distribution of Christopher Wood's
paintings and occupied a position of authority on all matters relating to the evaluation of his
work. The painting 'Street in Paris' may have been owned by Ede, judging from the letter from
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the Lefevre Gallery, and may have precipitated their first meeting. In any case, Ede compiled a
list of the Christopher Wood pictures at Dartington, which Dorothy returned to him following
his visit with the note, 'You will see that I have added the names of three more water colours. I
think it is now quite complete.'53 In October 1935, Dorothy wrote to Ede to confirm
arrangements for his planned visit to Dartington on the 21st November. 54 Ede had already
visited Dartington and had expressed an interest in developing plans for exhibitions on the
estate, an idea which certainly caught Dorothy's imagination and the development of which will
be discussed in the fifth chapter.
Dorothy and Leonard had established a substantial collection of Christopher Wood's work at
Dartington, and by 1936 began to receive requests for loans of his paintings for major
exhibitions of Wood's work. Rex Nan Kivell wrote to Dorothy from the Redfern Gallery on
21St January 1936 regarding the planned Christopher Wood exhibition due to be held in March
and requested a loan of two of Wood's most important works which were in the Elmhirsts'
collection. Apart from the loan of 'The Man in the Cart' to Lucy Wertheim for her 1931
exhibition, this would be the first time that the Elmhirsts had contributed paintings by Wood
from their own collection to a national exhibition of his work. Kivell wrote, 'we have discussed
the show with Mr. Ede and he has said that if you could possibly lend us the 'Man in the Trap'
and the 'Dancing Sailors' they would help the exhibition immensely.' 55 He also requested that
'Dancing Sailors' be reproduced in colour for the catalogue, one of only three such illustrations.
Dorothy replied, 'We shall, of course, be delighted to lend the two pictures you suggest.. .We
have two other Kit Wood pictures which I very much like; 'A Landscape' painted in 1929 and
'Mousehole', a small picture of a harbour with a row of fisherman's houses. We also have an
earlier picture, 'House by the Sea', in a somewhat Van Gogh style, which might be interesting
from the point of view of sequence. But Jim Ede knows all these pictures and his judgment
will be the wisest.'56
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Looking at the exhibition catalogue, with its introduction by Ede, it is evident that 'The Ship
Inn, Cornish Village' was lent by the Elmhirsts, in addition to 'Dancing Sailors' and 'Pony and
Trap, Brittany' (which the Elmhirsts called 'the Man in the Cart'). 57 Whitney Straight also lent
his newly acquired painting, 'The Acrobats', which had been bought for him by his mother.58
Dorothy attended the private view of the exhibition at the Redfem Gallery on the 5th March
accompanied by both Leonard and Jane, and although Jim Ede invited them to view the
exhibition with him before it closed on the 28th March, his offer was declined as Dorothy was
due to leave for America and was not planning to be in London before she sailed.59
Ede was, as a result of his involvement in the Redfern exhibition, aware of the market for
Wood's paintings and wrote to Dorothy asking if she would consider exchanging 'The Pony
Cart and Blue Driver'as, he wrote, 'I hear that someone is prepared to offer lots for it, 6 or 7
hundred, I believe. I thought it would interest you to know that such a price was offered - soon
Mrs. Wertheim's prices will be cheap!' 6° Dorothy declined to part with the pony cart, adding
'But how it is that the prices should have jumped in this way.' Dorothy added, 'The two
pictures we long to have are the Sailors Farewell and the little flower painting; but I believe
they both belong to Mrs. Wood and she must keep them for her own deep joy.' 6 ' Despite their
interest in these paintings, they did not secure a purchase at the time of the Redfern show and
when, two years later, the gallery staged a second exhibition of 'The Complete Works of
Christopher Wood', they were to experience not only the problem of owners reluctant to part
with paintings, but also an added increase in cost. An undated letter from Jane Fox-Strangways
to Leonard can be shown to correlate with the exhibition catalogue numbering of paintings,
which means it was probably written in March 1938, and gives a clear impression of the
constraints encountered with regard to increasing the Elmhirsts' collection of Wood's work at
Dartington. Fox-Strangways wrote,
I spoke to Nan Kivell and told him that you had intended your Kit Woods to remain
permanently at Dartington for a memorial to him, and he said they would certainly meet
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you in the matter of price, if you should want to complete your collection. On the other
hand, I fancy prices have soared. One that I wanted Dorothy to buy some time ago is now
almost double.. .There are several I should like you to have, but they are expensive and
one or two with which the owners will not part. The Flower Piece, especially, I
suggested that you might make some arrangement for Mrs. Woods to leave in her will to
Dartington, No. 228.62
Fox-Strangways proceeded to list several of Wood's paintings that she felt to be of particular
merit, none of which were bought by the Elmhirsts, probably due to the prohibitive cost. The
last painting Dorothy bought by Wood was the painting, 'Fish in a Basket', (fig.78), which
David Jeremiah suggests was bought in November 1935 63 After this time, despite a continued
interest in his paintings, Dorothy's attentions were to become focused on the arts at Dartington
and an increasing involvement with the Chekhov Theatre School. The arrival of Kurt Jooss,
Sigurd Leeder and Michael Chekhov together with many other refugee artists signalled a
turning point in the history of the arts department and Dorothy's funds were directed primarily
at fostering the promotion of the arts on the estate.
It has been established that Dorothy had a preference for paintings by members of the Seven
and Five Society, acquiring many of the art works for her collection between 1930 and 1935.
Whilst Dorothy maintained an interest in contemporary developments in British modernism
throughout the thirties, she ceased to be a significant patron of the English avant garde beyond
1935 when the Seven and Five Society, under the leadership of Ben Nicholson and Barbara
Hepworth, voted wholly in favour of abstraction. At that time, the group made the decision to
become an exhibiting group concerned with non-representational subjects and in October that
year exhibited abstract works which included Nicholson's white reliefs, Hepworth's 'Discs in
Echelon' and Moore's 'Four Piece Composition: Reclining Figure.' TM This was to be the last of
the Seven and Five Society exhibitions and by February 1936, the 'Abstract and Concrete'
show reflected the international focus of contemporary art with exhibitors contributing from
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Europe as well as Britain. 65 It was Dorothy's son, Whitney Straight, who favoured abstract art
and who visited Ben Nicholson in his studio. His brother, Michael, bought Whitney two large
abstract paintings for his wedding in 1935. Whilst Dorothy greatly admired the paintings in a
letter to Nicholson, she did not become a major supporter of Ben Nicholson's abstract works
despite his repeated attempts to secure her patronage.
In addition to informing Dorothy of the forthcoming 'Unit One' show, Nicholson at another
time sent her a copy of the third issue of Axis. Although she missed the 'Unit One' show,
which was held in April 1934 whilst she was on holiday in Cornwall, she did write to
Nicholson informing him that she had bought the book edited by Herbert Read. In thanking
Nicholson for the copy of Axis, Dorothy told him that she particularly liked Alexander Calder's
mobiles that had been reproduced in that issue, but remarked somewhat disinterestedly that she
had not had time to look through it. Whilst Dorothy expressed an interest in these recent
developments, it is clear that she did not want to buy abstract or constructive art for her own
collection. Dorothy continued to buy paintings after 1935, but she relied more on her own
judgment in matters concerning taste and did not hesitate to refuse art works that she felt did
not augment her collection. This can be seen most clearly in the exchange between Dorothy
and the émigré artist Naum Gabo in 1946.
Having introduced the Elmhirsts to Jane Fox-Strangways and advised Leonard on his collection
of pots, Bernard Leach recognized that Dorothy was a significant patron of contemporary art
and encouraged artists in St. Ives to contact her regarding their work. 66 The refugee artist
Naum Gabo wrote to her from St. Ives in December 1945, introducing his work as follows,
'Dear Mrs Elmhirst,
I understand from Bernard Leach that you would like me to send you a work of mine for
you to see. I am glad to hear that you are interested in my work and I am sending you
today, by rail, a construction of mine which is the easiest to pack and send. This work of
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mine, which is called 'Linear Construction' has been reproduced amongst others in one of
the issues of 'Horizon', which you may have seen. It was on exhibition some months ago
in the Lefevre Gallery in London and the price of it was 150 guineas.' 67
Dorothy replied on the 8th January 1946
'Dear Mr. Gabo,
Thank you so much for sending you Linear Construction for us to see. It is indeed a most
exciting creation and we have all been most impressed - in fact, really moved by it. But
unfortunately, there is no place in which we could show it here, and as I suggested to
Bernard Leach, the only person I can think of who could make the best possible use of it
would be my son Whitney Straight. Unfortunately, he has not yet an office or
headquarters for his work in Civil Aviation, but when he is established I feel sure that this
is the kind of work he would very much like to have. So, for the time being, I must
return it to you. But I shall come to you again in the future and ask you if you have
something for him.'
This exchange demonstrates that, whilst Dorothy was receptive to new developments and ideas,
her choice of art was clearly defined by the spaces in which she sought to display her
collection. Given that her home was an English country estate, Dorothy may have felt that the
interior lent itself most readily to representational subjects and so rejected Gabo's Linear
Construction. Ben Nicholson's 'Charbon' is the closest Dorothy came towards reconciling the
modern movement with the English country house, and Gabo's constructive sculpture proved
too much of a departure for her.
Unlike Bernard Leach and Ben Nicholson who anticipated that Dorothy would be interested in
constructive art, H. S. Ede was able to predict more what Dorothy would take to. He saw that,
in 1935, Dorothy and Leonard were still interested in buying paintings by Christopher Wood so
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sent them pictures by the Cornish fisherman Alfred Wallis, (fig.79). Wallis' naive
representations of boats, the Comish seascape and the town of St. Ives had completely captured
the imagination of Wood and the admiration of the Nicholsons during their summer together in
1928, first at Feock and then St. Ives. On 29th November 1935, Ede wrote to Dorothy, 'I
wonder if you would like a batch of pictures by Alfred Wallis' which, as a reply from Dorothy
dated 10th December of that year testifies, were very well received. 68 Dorothy wrote,
The arrival of the Wallace (sic) pictures was a moment of great excitement for Leonard
and me. They are utterly fascinating, particularly to my mind, the perpendicular picture
in two levels with the steamer in port and three sailing ships setting out from the
lighthouse. I am grateful to you for sending these down to us, and they are going to serve
as Christmas presents for my son Michael. I enclose three pounds, which seems a most
paltry sum. Don't you think we should give Mr. Wallis at least five pounds?69
In an exhibition catalogue of Wallis' work, Ede recalled how Wallis sent his work to him to sell
as exceptionally low prices. He wrote,
I think it was in 1926 I first began to get paintings by Alfred Wallis, they would come by
post, perhaps 60 at a time, and the price fixed at 1/-, 2/- or 3/- according to size. I once
got as many as 20 but usually could not afford so many. I suppose that Kettle's Yard
now has a hundred. In looking back it is odd to remember how few people even wanted
one as a gift, their children could do so much better. I never met him but he wrote me
many interesting letters and I was grateful for the sophisticated beauty of his work.7°
Ben Nicholson had introduced Ede to Wallis' work, and he was so taken by the pictures he
received that he acquired a large body of his work for his home 'Kettle's Yard', and began
acting as an agent on Wallis' behalf. Heather Williams, Dorothy's daughter-in-law, recalled
how, when sorting through Dorothy's possessions after her death, she found a pile of Wallis'
102
pictures stuffed in a chest of drawers in the children's nursery. So whilst Dorothy was glad to
give them as gifts to her children, she did not admire them sufficiently to add them to her
collection displayed in her home.
The Dartington collection also included works that had been donated to it. Dorothy and
Leonard had a statue by Gaudier-Brzeska in their collection, their alabaster 'Boy', which had
been bought for Dorothy by one of her elder sons from Roger Fry's collection. 71 The
printmaker Clare Leighton also gave Dorothy three prints in April 1931, (fig.80), and in 1941
Graham Sutherland sent Dorothy a sketch following a visit to Dartington when Dorothy
showed him her collection (fig.8 1). Sutherland expressed his admiration for both the collection
and the life the Elmhirsts had created at Dartington in a letter to Dorothy in which he wrote,
A line to tell you how much we enjoyed seeing you and your lovely house. We had
heard so much good of Dartington and so much of yourself from Hiram Winterbotham,
that it was lovely to see that, which we had previously known only as a myth, come to
life! I was enormously interested in your pictures and greatly envy your discrimination.
I do know that such is a terribly rare thing. I did not see among your pictures that which
did not represent the best of each painter. Thank you a great deal for showing them to us
and for letting us see the tremendously useful life which you have built up at
Dartington.72
Sutherland congratulated Dorothy on her collection and her home, and yet commented in the
same breath on the 'tremendously useful life' she and Leonard had built up at Dartington. This
statement illustrates a major point regarding Dorothy's motivation both in relation to her own
collection and also regarding her wider concerns relating to the community. Dorothy had
carefully selected several representative works by a few artists whose work she admired and
bought examples of some of their finest work. Yet Dorothy's most significant contribution to
the promotion of the visual arts was not expressed through her collection, fine though it was.
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Dorothy's modest support of contemporary artists reflected the nature of the art market in the
thirties in that the prices she paid for the paintings she chose was relatively small and thus did
not, in itself, establish her as a major collector of contemporary art. It was the community at
Dartington itself that became her core concern, particularly as wartime conditions began to
affect the everyday lives of the community.
As the war progressed, Dorothy became increasingly concerned with finding resident artists to
come to Dartington to spend time living and working within the community. It must, of course,
be remembered that all alien refugees living at Dartington had been interned in June 1940, thus
depriving the arts department of key members of staff and bringing to a close a period of
intense collaboration and experimentation in the arts. Christopher Martin, the first arts
administrator at Dartington, had himself become aware of the appalling conditions in which a
large number of artists were living following the outbreak of war and in October 1940 had
contacted Kenneth Clark expressing his concerns that many would be unable to support
themselves. Martin wrote,
My dear K,
I have just come up with a bump against the appalling economic conditions in which a
large number of artists are living, and which, so far as I can see, are bound to get worse as
the war proceeds. The interview I have just had with a friend of Graham Sutherland and
Henry Moore, a man called C. Tim. Brown.. .has really moved me profoundly. I can see
no future for him, and very little ahead of him, except starvation.. .Is there any
organization which makes it its business to find occupation, or even in the worst cases to
dispense charity, to such people? If not, should we not form one at once. It ought to be
an Artists Wartime Aid Society, or something of the sort, it ought to function under your
chairmanship, and it ought to get busy this winter. I had known vaguely of the economic
condition of artist from the correspondence I have been receiving here, but I have not
until now had first hand experience of how desperate the situation is for so many. The
104
committee, if it is possible to form one, ought to be able to persuade patrons,
municipalities, even dealers, to subscribe to its funds. I would happily subscribe myself,
and if it is any good do all the donkey work.73
Martin demonstrated his willingness to take direct action to alleviate the plight of struggling
artists, and showed that in his position of arts administrator he was beginning to question the
ways in which the arts were administered throughout the country. Martin's urgent proposal
came just as the Pilgrim Trust was establishing an employment scheme for artists, many of
whom were suffering hardship as a result of the war. The scheme was called 'Recording
Britain' and John Piper was employed as one of a total of sixty-three artists who made 1,549
paintings and drawings across Britain. Piper's work at Dartington, however, was not part of
that scheme and represents instead one of the rare occasions when the Elmhirsts commissioned
work rather than buying from dealers.
The outbreak of war had not immediately affected life on the Dartington estate, but by May -
1940 Hitler's advances throughout Europe gave rise to falling numbers in the school as parents
removed their children from Devon, usually to Canada or the United States. Bill Curry, the
headmaster, saw numbers drop by nearly seventy pupils in just over a month, which was
devastating considering that the school had two-hundred places. Dartington had recently
become home to two schools which had been evacuated from London and which were housed
in the Dance School. In addition to this, Dartington's proximity to the South Coast meant that
negotiations were soon underway with the army who needed to station troops in the area and by
February 1941 had taken over the Dance School, the Drama Studios and the sculpture studios
for its own use, enabling the evacuated children to move into the Junior School at Aller Park.
The cities of Exeter and Plymouth had both received sustained bombing attacks, and the
Elmhirsts' invitation to Piper must be seen as a response to the ever-present threat of
destruction posed by the onslaught of war. In March 1943, Leonard wrote to Piper,
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My wife and I have long been appreciative of your work whenever we have had the
chance to see it, and, inspired by your Windsor drawings, I asked Julian Huxley whether
he thought there would be any likelihood of persuading you to come and work for a while
at Dartington. . .1 don't mean to imply that the buildings are in any way comparable, but I
have an idea that these fourteenth century walls would give you a rather special
experience.74
The Elmhirsts were good friends with Julian Huxley and it was through this connection that
Piper accepted an invitation to come that summer to produce sketches of the Hall, (figs.82 &
83). Sir Osbert Sitwell had recently commissioned Piper to make paintings and watercolours of
Renishaw Hall for his five-volume autobiography. Following the exhibition of 'Recording
Britain' in August and September 1941, in which the Queen saw his work, Piper had also
received a request to draw Windsor Castle and Dorothy and Leonard would have been aware of
this when they wrote to him about the possibility of his coming to Dartington. With his
previous two private commissions, Piper had established himself as an artist of high repute and
Dorothy was quick to remind him of this when she wrote to him following his visit to
Dartington, stating,
Dear John,
Having seen your pictures last week at the Redfern Gallery I feel I must write and tell
you what a great artist you are. These pictures are, to my mind, so far ahead of any other
English painter, that I feel more impatient than ever to have your pictures of Dartington
hanging in the Great Hall as soon as possible.75
As this example illustrates, Dorothy and Leonard chose to buy paintings from artists who were
introduced to them through friends. Peter Cox recalled that,
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During the time I knew her, Dorothy did not go regularly to exhibitions as she did to the
theatre unless she knew the artist personally, and there was no sense of pictures being
bought and sold or any evidence of her visual taste changing as contemporary art
developed after the war.76
This tendency may be observed in several instances. Dorothy bought four paintings by Julian
Trevelyan, (figs. 84 & 85), from his one-man exhibition in 1942. Trevelyan was a friend both
of Cecil Collins and the surrealist artist and collector Roland Penrose, who came to Dartington
in 1940, and so it is likely that Dorothy was introduced to his work through either of these
connections. In February 1944, the Elmhirsts also bought four paintings from Collins'
exhibition at the Lefevre Gallery, including 'Fool Picking his Nose in Front of a Bishop',
'Happy Hour' and 'The Bride' (figs. 86, 87 & 88). The Elmhirsts no doubt wished to support
him following his departure from Dartington in 1943. Hem Heckroth, who worked at
Dartington between 1935 and 1940, also had a show in London at this time, at the Modern Art
Gallery in April 1943, and although Dorothy went to London to view it, it is not evident that
she bought anything from the exhibition. However, Dorothy continued to visit the Heckroths in
the periods when she was in London.
Peter Cox stated that, during the forties,
What I believe Dorothy would really have liked is to have had several artists working
around the Hall, doing their own thing. Mark Tobey had set a possible pattern, having a
studio in the Courtyard to do his own work and giving one or two art classes a week for
people working on the Estate.77
Of the artists to be discussed in chapter four, neither Tobey, Collins or ITeckroth remained at
Dartington. Despite sustained efforts to bring Willi Soukop back to Dartington in the forties,
he also remained in London and Dartington was for the first time in many years left without a
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resident artist. Thus when Sven Berlin wrote in June 1945 about the possibility of coming to
Dartington to live and work on the estate, Dorothy invited him to visit immediately. Berlin was
living at the time in St. Ives and was struggling to support himself. He wrote,
Dear Dorothy Elmhirst - Bernard Leach tells me you have read my MS on Alfred Wallis
which is due to be published this year and I remember exchanging a letter with you when
you bought a drawing of mine some time ago - these things make me feel I can write to
you. I have recently been invalided out of the army and am now looking for a post as Art
Master in a progressive school. I have teaching experience and am interested in
children's art and using it to help them - also in the expression of people of all ages
because I think we all have this creative thing in us: it only has to be unlatched and
developed. The secret to a good deal is hidden in this. If you can advise me about
possible schools or help me in any way I shall be very grateful. Is there any chance of the
School of Art opening again at Dartington? I have always wanted to work at that - for
years.78
The visitors book for the private house shows that Berlin came on the weekend of the 6th July
and visited a second time in January the following year. But despite Dorothy's enthusiasm, Bill
Cuny, the headmaster of the school, was not able to offer him a post as art master, and Peter
Cox actively dissuaded Dorothy from offering Berlin a place as a resident artist. Despite this
rejection of Berlin's request for assistance, Dorothy did buy three paintings from his exhibition
in October 1946. Recalling how he had rejected Dorothy's proposed invitation to Sven Berlin
to come to live and work on the estate, and that Willi Soukop had decided to stay in London
where he was beginning to make good contacts, Cox reflected that Dorothy was frustrated by
the lack of resident artists on the estate. Certainly this was not through want of trying, and the
early forties seem to be a time when the Elmhirsts' attempts to promote contemporary art on the
estate seem to have been hindered at every turn.
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Although Dorothy accepted Cox's decision not to invite Berlin to join the community at
Dartington, she was still anxious to attract a resident artist to live and work on the estate and so
the Elmhirsts invited Frances Hodgkins to stay at Dartington for the winter.79 In March 1939,
the Elmhirsts had bought two paintings by Hodgkins from the Lefevre Gallery, including
'Ibiza', (fig.89), and had supplemented this by purchasing two more in May 1944, including
'Tithe Barn, Cerne Abbas', (fig.90). 8° No doubt this interest in her work influenced the
decision to invited Hodgkins to Dartington, but she wrote from her studio at Corfe Castle in
Dorset on 28th October 1945 to decline the offer. Hodgkins wrote,
Thank you so very much for your kind and helpful letter inviting me to spend the winter
months at Dartington Hall. I am extremely grateful to you the idea sounds perfect and
attracts me very much but keen as I am to come I realize the many 'difficulties' referred to
by Mr.Cox. If I came I should want to join in the communal life and share its many
activities - but as I am due to have a spring show, an early one, at the Leicester Galleries
my main concern must be in getting my pictures ready. This is my problem. I don't need
to refer to that nasty complaint Anno Domini for which there is no cure - none the less I
hope to visit the Hall and see its beauties - I have seen some lovely photographs of
figures and landscape - so good to paint. Again my thanks and kind regards.8'
Hodgkins mentioned Cox's reference to potential 'difficulties' regarding her coming to
Dartington, and a letter to her friend Jane Saunders, dated 25th March 1946, revealed causes
other than pressures of work that underlay her polite rejection of Leonard's offer. She wrote,
My dearest Jane,
I am so very sorry to have been so long writing, I have been suffering from a bit of a
breakdown and my work, of necessity, has slowed down if not actually stopped. I wish
we could meet...! feel it might be rash to entice you to come and see me until I am much
less unsettled in my mind and have some definite plan for my future - the good people at
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Dartington Hall have been urging me to go and spend the rest of this very cold winter in a
community group but I lack the herd instinct - in fact I hate it.82
On the 2nd October 1946, Dorothy received a letter from Alex Reid and Lefevre regarding a
retrospective exhibition of Hodgkins paintings, drawings and gouaches which requested that
she agree to lend the pictures representing Hodgkins' early work. 83
 'Whilst it is not clear
whether the Elmhirsts lent any of the pictures they owned, a receipt dated the 12th February
1947, shows that Dorothy bought three of Hodgkins' pictures from this exhibition, together
with a painting by Keith Vaughan entitled, 'Figures by a Fallen Tree'. Three of the paintings
were for Dorothy's daughter, Ruth. One, a pencil drawing 'Narcissus and Fruit', (fig.91), was
added to the collection at Dartington.
It is hoped that this chapter demonstrates that the Elmhirsts deserve a place in any account of
the patrons of the modern movement in England as they too shared a sense of solidarity with
new developments in the early thirties through their acquisition of art works and their
correspondence with such artists and critics as Ben Nicholson, Naum Gabo and H. S. Ede. The
difficulty in presenting a clear demonstration of this support manifests itself not through a
consideration of the extent of their purchases of art works, but in their commitment to the ideals
of the movement of the thirties itself as the aspirations and aesthetic principles of its proponents
shifted throughout the decade. There is no doubt that the Elmhirsts may be considered
influential supporters of modern art at a time of great hardship for many young artists
associated with the modem movement, and extended their support throughout the period of the
second world war. However, the accumulated evidence indicating where their aesthetic
tendencies lay points to the fact that they retained a certain ambivalence towards abstract and
constructive art which is not represented in the collection to any great extent.
It may be observed that Dorothy maintained a personal preference for representational subjects,
and tended to shy away from acquiring works of art for their private quarters which
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demonstrated a commitment to the influence of continental modernism in the work, for
example, of Nicholson, I-Iepworth or Moore. If the entirety of the collection is taken into
account it may be seen that in the span of thirty years, Dbrothy demonstrated a continuity of
taste that eschewed the constructive and abstract in favour of paintings that retained figurative
and representational elements. Dorothy often bought from artists who, whilst associated with
significant artistic groupings of the period, remain in certain respects independent and even
isolated figures. Both Winifred Nicholson and Frances Hodgkins, for example, whilst key
members of the Seven and Five Society, were never afforded the critical acclaim assigned to
Ben Nicholson and have been, in many respects, marginalized in accounts of the history of the
period. David Jones, whose work the Elmhirsts bought in July 1936 and December 1946, is
another artist who, whilst exhibiting with the Seven and Five Society, retained an independence
of spirit. Like Hodgkins, Jones has seen his work affiliated with the neo-romantic movement.
Cecil Collins is an obvious example of this tendency toward isolation, and riddled his paintings
with a personal symbology that belied a Blakian mysticism, and the same can be said of the
artist Mark Tobey. Alfred Wallis also painted an inner landscape, where remembered visions -
of his life at sea merged with intricate non-perspectival depictions of St. Ives, his home for
much of his life.
The paintings bought by Dorothy were often those that gave expression to the inner life of the
artist through the vehicle of the remembered landscape and a personal cosmology expressed in
relation to a particular place. Many of the pictures in the collection were painted by artists who
found in some distant place a sense of excitement and colourful harmony expressed by the
inhabitants of a particular culture. Several of the Christopher Wood paintings were of Breton
subjects, some of the pictures in the collection by Julian Trevelyan and Frances Hodgkins were
painted in South Africa and Ibiza respectively. Dorothy's preference for this type of subject
may be seen to pre-date Dartington in that her collection in New York blended the
contemporary works of the Basque artist Ignacio Zuloaga with antique Kakemona paintings and
Turner watercolours. When she came to Dartington, Dorothy came to replace the Kakemona
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paintings in the music room with two Zuloaga paintings flanked by two pictures by Christopher
Wood. In this instance, she revealed a sophisticated interpretation of her collection in the
selection of the paintings she displayed. Both the Zuloagas and the Woods mirrored each other
in mood as each of the paintings depicted a dark and brooding sky.
In the course of three decades, Dorothy acquired a substantial collection of contemporary art
and was recognized as a significant patron of modern art amongst artists, critics and collectors
alike. Yet this chapter does not set out to establish Dorothy as one of the leading patrons of
contemporary British art, merely to emphasize that her contribution has been overlooked. In
seeking to evaluate the collection in terms of Dorothy's individual taste it is hoped that, more
than in subsequent chapters, the reader will glean insight into her personality as reflected in her
choice of art. Dorothy did not consciously attempt to position herself as a promoter of modern
art through the vehicle of her own collection, her choice was too personal, reflecting a
discerning eye for composition and visual harmony through the selection of a body of work
representative of several artists whose pictures she and Leonard both admired. It could,
however, be argued that Dorothy's most significant contribution to the promotion of the visual
arts may be observed not in a personal capacity, but within the context of the estate as a whole.
The most enduring legacy left by the Elmhirsts was, with regard to the visual arts, the sense of
experiment from which developed new methods of education and administration which served
as a prototype for future developments in the field of arts patronage and which are the subjects
of the fourth and fifth chapters. The most visible results of this period of experimentation may
be seen in the publication of the Visual Arts Survey of the Arts Enquiry, which forms the last
chapter of the thesis. The Elmhirsts' funding of this vital piece of research enabled independent
conclusions to be formulated which informed subsequent governmental policy decisions
regarding post-war reconstruction and public funding of the arts and which led, ultimately, to
the formation of the Arts Council of Great Britain. Through her funding of this project, it may
be argued, Dorothy may be seen to have provided the Dartington enterprise with its most
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significant (and underrated) contribution to the promotion of the visual arts in England in the
post-war period
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Chapter Four
The Development of Arts Administration and Art Teaching on the Estate 1931 - 1940
In considering the administration of the visual arts on the estate, it is useful to begin by
examining the ways in which artists came to live and work on the estate and the rationale
behind the Elmhirsts' creation of the community at Dartington. In the course of this chapter
it will become evident that the management of the arts activities on the estate became subject
to substantial revision in the mid-thirties, as the Elmhirsts recognized the need for a
formalized arts policy and, in 1934, appointed an arts administrator. Before this time,
Dorothy maintained ultimate control of the arts activities on the estate. It must be stressed
that whilst the management of the arts at Dartington was ultimately handed over to an
administrator, Dorothy was instrumental in the bringing together of all of the artists discussed
in this thesis. No individual artist came to live at Dartington without the express invitation of
the Elmhirsts. The expansion of the arts at Dartington was thus the direct result of Dorothy's
personal involvement and in order to understand the development of the visual arts at
Dartington, Dorothy's role in the creation of a community dedicated to experimentation and
collaboration in the arts must first be explored.
When Dorothy and Leonard came to Dartington in 1925, their first concern was to set up a
school for Dorothy's three children. Typing the first prospectus for the school in 1926
(fig.92), Dorothy wrote,
At Dartington we regard the school as the part of the community in which adult
education and rural enterprises of all kinds are being carried on.. .There is no member of
the school staff who is not at the same time engaged in some estate enterprise or giving
his time to the teaching of adults.. .Young and old alike are at school, and no arbitrary
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boundaries have been fixed. . . .The advantage of this partnership in education is found, I
think, in the relation of the staff and children. Fear of elders does not exist. Rather it is
companionship, founded on mutual interests and mutual enterprises carried on
together.. .The general principles on which we try to conduct our life are simple to state
but hard to practice. Respect for one another is perhaps the first essential.. .Respect for
each individual makes a common life possible and we have chosen to take the way of
mutual understanding.. .rather than the shorter cuts of authority and restraints and
summary action.. .It is our task furthermore to try to understand other people better than
they understand themselves, and through that understanding to set them free. As Mr.
Meiklejohn has said, "Freedom is not merely the absence of external restraint.
Freedom is rather the life of mutual agreement and understanding. There is no human
freedom except in the life of the community." The task of winning this freedom is
imposed upon juniors and seniors alike. No one escapes the heart searching, the
bitterness of failure, the never ceasing effort of adjustment, but all alike share in the
certainty that out of common struggles and conflicts will come something, truly
educational - a deeper understanding of life and one another.' (Appendix 3).
It becomes evident from this statement that the underlying intention behind the Elmhirsts'
venture at Dartington was nothing less than the liberation of the individual through
participation in a communal life, where the concepts of freedom, respect and mutual
understanding were paramount and where the ultimate aim was 'a deeper understanding of
life and one another'. As this chapter sets out to establish, those artists who came to
Dartington to live and work on the estate shared the Elmhirsts' liberal ideology and were
committed to breaking down the barriers separating the artist from engagement in everyday
life. The creation of a formalized arts department facilitated experimentation and
collaboration between artists who worked together under the direction of an arts manager
responsible for the coordination of arts activities on the estate. As this chapter progresses, it
will be seen that the art classes and art exhibitions held on the estate were the primary
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methods developed to encourage communal participation in the arts and to bring
contemporary art to public awareness. Such art activities were organized and promoted by
the arts department and so, whilst it was Dorothy who attracted a wide range of artists to the
community at Dartington, it was only with the development of a coherent arts policy that her
vision of a society unified through participation in the arts could be realized.
Dorothy perpetually understated her own participation in the creation of the modern
Dartington, but Leonard always regarded her as the principal agent concerning the arts,
particularly in the formative years of the estate's history. 2 It is certainly the case that
Dorothy was a guiding force in the shaping of artistic endeavour throughout the period that
concerns the thesis, and drew to Dartington those artists whom she felt would share her
vision. In her address in 1950 to the Trustees on the subject of The Arts at Dartington,
(Appendix 4), Dorothy expressed the 'aim to provide a full and balanced life' at Dartington,
and provided a vivid rationale behind the conviction that the arts must play an integral part in
daily living by asserting that art is 'a process of discovery...about ourselves and about life.'
That this process involves 'extending ourselves to something we have not reached before'
and the resultant experience related to 'a central core of truth within ourselves' demonstrates
Dorothy's rarely articulated vision of art as a synthesis, a 'process of integration' which must
not be reserved for the elite few, but be available for all as a means of experiencing 'delight
and joy'. This was most coherently expressed in the belief that whilst 'we need the great
artists...we also need to be artists in our own way', in order that we may have the opportunity
'to express in some form the unity and the harmony that we feel.' 3 It is this unique vision of
the function of the arts in society that provided the rationale behind the development of a
coherent arts policy at Dartington and which encouraged the visual arts to flourish on the
estate in combination with theatre, dance, music and the crafts.
The first art teacher to arrive at Dartington was the potter Jane Fox-Strangways, who became
Dorothy's lifelong friend. She came in 1927 upon the recommendation of Bernard Leach to
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teach at the school and on the estate, but her contribution to the visual arts on the estate was
limited and as the previous chapter shows, her influence as art advisor to the Elmhirsts
proved to be a more significant role in relation to the concerns of the thesis. Writing in 1929
on Art in the Nursery School, Fox-Strangways provided one of the earliest reflections on the
development of aesthetic sensibility in children at Dartington. She wrote,
Since, in the opinion of the writer, essential art is the same as the creative side of
religion, its growth in the young child should probably be entirely unconscious: but
since the perceptival aspect of art can only come into being through the agency of the
artist's sense, a very thorough training of the senses, carried out in an atmosphere of
peace which encourages the free and healthy growth of the subconscious spirit, is
perhaps the soundest foundation that can be laid both for the appreciation of life and for
optimal specialized training in art.4
David Jeremiah notes that Fox-Strangways was also involved in promoting the study of
	 -
design on the estate with a series of 'Design and Workmanship' exhibitions showing work
from across the estate, 'demonstrating the values of art and design in the everyday object.'5
As will be discussed in the following chapter, exhibitions together with evening talks by
artists and critics formed a significant aspect of the process of introducing members of the
estate and the wider public to modern art and it is interesting to note the precedent set by Fox-
Strangways in the encouragement of the development among estate workers of an informed
taste.
it was riot until I 930 that any organized attempt was made to recruit artists to the estate, and
then it was not to England that Dorothy turned for inspiration, but to America. Reflecting on
the formative years at Dartington, Dorothy gave particular prominence to the group of artists,
who came from the Comish School in Seattle between 1930 and 1931 to form the dance-
mime group.
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I suppose the first very formative period was what I might call our American period. I
think we couldn't have started at all without help from America. Leonard's generation
had all been killed in the First World War, virtually all. He had very few connections
in England and of course I came as a stranger.. .And then from America we drew that
remarkable group of artists who were here for several years. Mark Tobey, a painter, up
in that exhibition room where he held his evening classes.. .his own studio was next
door and he held classes down at Shinners Bridge as well. And we had Ellen Van
Volkenburg who started all our work with theatre. And we drew.. .Margaret Barr and
Louise Soelburg and we built the Dance School for the School of Dance Mime. And
we had Dickie Odlin making his puppets and teaching in the school.. .So we had this
remarkable group here for six or seven years.6
Ellen Van Volkenburg, an American dancer and producer, came to Dartington with Maurice
Browne in 1928. Together, they had started both the Repertory Company at the Cornish
School in Seattle and the Little Theatre in Chicago and had recently stunned the London
critics with the play 'Journey's End', which was funded by the Elmhirsts and was an
enormous success. In July 1929, Van Volkenburg produced the play, 'Comus', for the first
drama festival at Dartington, in which the leading characters wore masks designed by Jane
Fox-Strangways, and in which Dorothy played the Lady and Leonard the Attendant Spirit.
(figs.93 & 94). Following the success of the play, the Elmhirsts became convinced that they
needed professional teachers to come to Dartington to assist them in their desire to make the
arts flourish on the estate and turned to Van Volkenburg for inspiration. She suggested that
the Elmhirsts make contact with the founder of the Cornish School, Miss Nellie Cornish.
Cornish had founded a school based on the principle of artistic integration, where each
student was required to study all the arts as opposed to specializing in one area to the total
exclusion of all others. Hers was one of the first organizations to offer tuition in all the arts
together, and Cornish confirms in her autobiography that it was as early as the summer of
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1929, whilst in New York, that she 'found a note from Mrs. Leonard Elmhirst with an
invitation to lunch with her.' Dorothy was in New York herself at this time, and was eager to
find out more about the school. As Cornish recalled, 'I had not met Mrs. Elmhirst but knew
that her interest in the Cornish School had been awakened during her association with Mr.
and Mrs. Browne in their London Productions.'7
Following their meeting, Dorothy sent a cheque to Cornish for £2000 to further her work at
the school and 'asked if there was a Cornish teacher who could go to Dartington for at least
six months and help plan the coordination of studies along the lines we used in Seattle.'8
Cornish discussed the matter with Van Volkenburg and together they agreed that they should
send Louise Soelberg, who had studied under Van Volkenburg, in April 1930. Dorothy was
introduced to representatives of the Cornish school during her annual holiday in America in
the summer of 1931 when several members of the school were invited by Beatrice Straight,
Dorothy's eldest daughter, to stay for three weeks at the Elmhirsts' home in the Adirondacks.
Beatrice had just inherited a large sum of money and decided to provide four full scholarships
to the school. The group performed a scene from 'The Bacchae' and Dorothy was so
impressed with the standard of the performers that when Van Volkenburg broached the
subject of raising the funds to form a touring group, Dorothy agreed to support a permanent
organization. Cornish wrote, 'through her New York Committee, Mrs. Elmhirst made a
generous grant to the School of the Theatre and bade us start the wheels turning."0
Following an initial payment of $25,000, the Comish Players were formed.
It was through his friendship with Beatrice Straight that the artist Mark Tobey was invited by
Dorothy to come to Dartington in the summer of 1931. According to Michael Young,
Beatrice accompanied Van Volkenberg to Seattle that summer and 'at her request Dorothy
sent Mark an invitation without any specificity about what he was expected to do.'11
However, in August 1931, Bill Curry, the Headmaster of Dartington Hall School, wrote to
Leonard about the nature of Tobey's appointment. Reminding Leonard that, 'you will recall
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Dorothy's original suggestion to me was that Tobey should come as her guest and work with
Beatrice', Curry voiced his concern about the recent decision that had been made to make
Tobey a member of the Dance School staff.' 2 At this time, the administration of the arts
activities on the estate came under the supervision of Curry, to whom Louise Soelberg, who
was establishing her group at Dartington, was directly responsible. Curry was pushing the
Elmhirsts to make Tobey's position clear to him before he set out for England, rather than
having to settle the matter upon his arrival at Dartington. In response to this, Leonard wrote
to Tobey later that month to clarif,' the issue.' 3 In this letter, it is clear that Louise Soelberg
was to be fully responsible for Tobey. Soelberg was to direct the Dance School under the
authority of Curry, who, Leonard asserted, 'as Director of all educational activities, is
responsible to the Trustees for the general order and administration of affairs at Dartington,
each of the heads of departments being responsible to him for proper administration of his
own department." 4 Leonard thus made it clear in no uncertain terms that Tobey was to be
appointed as a member of staff, not as a guest of the Elmhirsts themselves. What could have
prompted this change in the terms of his engagement? The answer, I believe, can be found in
the following statement written in August 1931 from Bill Curry to Tobey,
In order to establish an all round training on a similar basis to that at the Comish
School and for such similar students as were coming to attend the school of dance,
Louise was especially anxious that you should be attached to the School of Dance
Mime so that you could carry on in connection with it similar work to what you have
been doing at the Cornish School.'5
Given that Soelberg and Tobey were close associates at the Cornish School, both employed
on the teaching staff, it is hardly surprising that Soelberg wished to employ his talents in the
work of the newly established dance school at Dartington. With the subsequent addition to
the staff in September 1931 of Margaret Barr, a pupil of Martha Graham, also upon the
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recommendation of Van Volkenberg, the School of Dance-Mime was formed, with Mark
Tobey on the staff as designer and art teacher (fig.95).
Nellie Cornish was invited by the Elmhirsts to come to Dartington for Christmas in 1932.
She wrote, 'My visit would enable me to explore in detail the work of our two schools, and
Mrs. Elmhirst was also eager to have news of the touring company's experiences." 6 Cornish
described the importance of the Cornish School connection in this early phase of Dartington's
history, stating that, at Dartington, 'educational ideas old and new were being tested in this
magnificent environment, and some of them were affected by the programme of the Cornish
School and carried out by former pupils." 7 Cornish certainly advised the Elmhirsts on the
administration of an integrated arts department, stating, 'when the Christmas festivities were
over, I met with department heads of the Dartington School and of the estate management to
discuss the Cornish School approach to coordinated departments." 8
 Thus it becomes evident
that the Elmhirsts relied extensively on the experience of the Cornish School both in terms of
staff, but most significantly, in its approach to a synthesis of the arts, where students were
offered the opportunity to be taught music, drawing and painting in addition to their dance
and drama training.
Nellie Comish outlined the aims of the Cornish School's approach to the arts as follows,
In our approach, the function of the creative spirit in education was recognized, not as
imitation or invention, but as the spontaneous expression of that inner urge which may
be awakened by touching the hidden spring of intuition, making it possible to lead the
child to discover and organize himself - the prime aim of education. We planned music
courses to give boys and girls an opportunity to develop their spiritual and intellectual
qualities, thereby better fitting them to take their places in whatever spheres they chose.
The policy of the school was 'thoroughness', and pupils were advised to take the
complete courses offered, which required two lessons per week in each subject. We
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also accepted pupils who wished only to study a specific instrument. We always hoped
to win them over to the classes in Music-Education.19
The prominence given to students' discovery of their innate 'creative spirit' and the aim of
the programme to develop both spiritual and intellectual qualities through spontaneous
expression echoes some of the sentiments expressed by Dorothy in her summation of the
function of the arts at Dartington. In particular, her reference to the arts being directly
connected to the emotions resonates with Cornish's correlation of creativity to the intuition of
individual students. Dorothy stated, 'we need some means of expressing in a creative way
the experience that comes to us through our senses', a belief which relates so closely to the
aims of the Comish School as expressed by its founder that it raises an important question. It
may have been the case that, upon her arrival in England, Dorothy's perception of the role of
the arts within the community was so clear that she invited to Dartington those individuals
whose practice mirrored her personal beliefs about art and creative expression. On the other
hand it is just as likely that, having become aware of the Cornish model, Dorothy became
inspired by their example and sought to replicate their experiments at Dartington. What may
be concluded, however, is that Dorothy drew to Dartington those artists whose individual
beliefs she admired and respected and which in some respects corresponded to her own. This
is a pattern that had already been set through Dorothy's financing of The New Republic. She
had been impressed by Herbert Croly's political philosophy and as a result had funded him to
edit a political journal that provided a focal point for the progressive movement in America.
Once at Dartington, Dorothy continued to use her American connections. This time,
however, the result was not the creation of a political journal but a school of dance-drama that
provided a stimulus for the regeneration of the rural community at Dartington.
Dorothy was concerned with the function of the arts within society, and her ideals were both
liberal minded in the broadest sense and infused with a particular, one might even suggest a
high-minded, perception of 'a fundamental unity that lies at the heart of things.' As this
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chapter progresses, it will become evident that the artists who came to Dartington shared this
sense of idealism, and used the resources made available by Dorothy to explore and develop
ideas regarding the place of the artist in society and the function of art in every day life.
In 1935, Dorothy wrote to Mr. Downing at the Cornish School, 'We regard the Comish
School as an example and an inspiration to all other schools attempting to give a co-
coordinated training in the Arts. We ourselves have tried, as far as possible, to draw on Miss
Cornish's experience and, as you know, we have many of her old students here on our
teaching staff.' 2° Mark Tobey was, in terms of his contribution to community life at
Dartington, by far the most influential member of staff who arrived from the Comish School.
In terms of his duration of employment he was the longest serving member of staff, returning
to Dartington repeatedly over a period of eight years. His friendship with the Elmhirsts was
particularly strong, and continued for many years after he left Dartington (fig.96). The first
mention of Tobey's arrival at Dartington appears in News of the Day, an estate circular,
which on September 25th 1931 announced that the School of Dance-Mime was offering
classes in Folk Dancing, with Margaret Barr, Dance classes both for beginners and those who
had studied the previous year, Dramatic Improvisation, Play Reading with the puppeteer
Richard Odlin and a class in Dalcroze Eurythmics by Louise Soelberg. All members of staff
were from the Comish School. The notice continued, 'A class in creative drawing, by Mark
Tobey who is a visiting artist, will be held on Monday at 8 p.m.' 2 ' By December, Tobey's
class was ready to show the results of their work, and invited all members of the estate to join
them for 'tea and an exhibition of the work of Mr. Tobey's drawing class', where, 'Mr.
Tobey will talk informally at 5 o'clock.' 22 Photographic negatives of the exhibition show
that Tobey taught a range of pupils of varying ages and abilities, and it is this promotion of
education for all that made the classes at Dartington unique. Young and old alike joined
together on a Monday evening, regardless of social standing - Dorothy herself attended many
of the estate classes. It was the erosion of class barriers, typified by the varied attendance at
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Tobey's class, which perhaps more than any other development signified the new, modem
Dartington.
A copy of the paper read by Tobey to his class at the first drawing class of the term in 1931
begins,
In reading this paper to you, I am attempting to analyse - first, myself - and second,
how I can apply that part of myself to you and what is demanded of me - and of you -
to gain for us both some new experience in Art and Life. ..What I am seeking in you,
and endeavouring to help as much as I can, is the furthering towards the realm of
identity of being; so that we may be better equipped to know of what a real unity is
composed - not uniformity - but unity of related parts...First of all, I want the desire to
create; for therein lies the will to continue to live in a new way - to add to your house
more vistas of being. For I believe that back of all great achievement is a richness of
being.23
From this early statement by Tobey, it is clear that he shared the Elmhirsts' desire as
expressed in the prospectus for the school for 'companionship, founded on mutual interests
and mutual enterprises carried on together.' 24
 Tobey was a member of the Dance School
staff, but he was also engaged in evening classes in which he worked in partnership with the
wider community in which he sought to effect the liberation of the individual from the
constraints of English life through a process of individual creative expression (fig.97).
Roger MacDonald, in his PhD dissertation entitled, 'Histories of the Transcendental; Art,
Romanticism and Mark Tobey', scrutinized Tobey's paper and states,
Tobey's language is at this early stage, already marked by strong metaphysical and
spiritual leanings, perhaps as a result of his Baha'i convictions. The statement implies
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that the very act of observing is intrinsically linked to a heightening of consciousness.
Already at Dartington Hall, Tobey's language was one that considered art to be a
means of revelation.25
Tobey's paper demonstrates that he did indeed seek to reveal the underlying unity of all
things, but suggests that it found expression through his relationship with others via his
teaching methods. It is important to note that Tobey's period at the Cornish School was
highly influential in the formulation of his practice as an art teacher. As stated previously,
the Cornish School method was entirely without parallel and whilst Tobey's personal
convictions were indeed fundamental to his life and work, it would not, as MacDonald
suggests, be sufficient to consider that his Baha'i faith was his sole point of reference.
MacDonald concludes that,
The ecumenical nature of Dartington Hall nurtured Tobey' s views on the relationship
between art and a universal spirituality that was not tied to any one tradition, creating
what one could justifiable refer to as one of the first organized attempts at an inter-
religious community in Britain.26
The Elmhirsts were adamant that the school and the estate departments should be free from
any religious affiliation, so it is hard to see how Dartington could have constituted an
organized attempt at forming a religious community. MacDonald' s statement of Dartington' s
'universal spirituality' may be closer to the mark in relation to the arts, yet whilst the
Dartington enterprise was a model of its kind, at no point in its history was there any specific
focus on forming an inter-religious community. Michael Young stated that, 'there was no
kind of organised religion in the new community, early or late, and the Elmhirsts were much
criticised for it.'27
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A letter from Dorothy to her friend Ruth Morgan in America, written in May 1928, points to
Dorothy's own perceptions of the manner in which the Dartington project was developing
and indicates that the community had yet to develop a common philosophical or religious
idea. She wrote,
I believe that the place can be run without resorting to a great deal of organization.
There are five committees operating now with administrative power, and though we
haven't yet arrived at a satisfactory coordination of interests and ideas and experience,
we are beginning slowly to move in that direction. . .but the fact is that it is a
community of ordinary people, with a few exceptions, and not extraordinary ones is
really the most important fact about it. The danger of specialization is, of course, a
constant one, and we haven't yet as a group become conscious of our spiritual needs,
nor have we yet developed any common philosophy or religious idea which gives
meaning to the whole enterprise.28
The revised prospectus of the school, printed in 1929, summarized Dartington's position in
relation to religious education as follows,
No specific religious instruction of any sort is given; there are no school prayers, nor is
Sunday treated in the school as more than a day of rest. If a child wished to go to
church, every opportunity is given, and a church car is run each week for those
members of the community who care to use it. We take this attitude because we feel
that growth in this, as in all else, can come only through the desire for growth: for the
quickening of that desire we can be indebted in many ways - to Drama, Literature,
Music: to life in the community, which inevitably, as time goes on, makes us realise the
existence of other values - values which are neither personal nor material.29
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Tobey's estate classes were one of the means by which staff, pupils and other members of the
estate were encouraged to discover within themselves 'some new experience of art and life.'30
Tobey told his students that, above all else, 'I want you to feel in this class you are, through
making an effort to express your ideas on paper, freeing yourself, opening up great powers
for living the life of the artist within us all.' 3 ' Bernard Leach summed up Tobey's method of
teaching in his book Beyond East and West. He remarked,
Those who came never forgot. Mark did not teach by any ordinary standards, yet he
taught everything, even by silence. In particular I recall a summer evening when he did
not appear during the first hour. Everyone set to work at a long table with a board, ink,
pens or chalk, silently seeking some private expression. The fme weather had kept a
few away. Suddenly, Mark entered quietly and stood in the open doorway. We
glanced up. He paused, then said: 'I too have been out for a stroll, watching some of
you move freely in the sun on the tennis-courts, not stuck with your noses on drawing
boards. Is there a piano? Play, for God's sake! Now leave your boards - dance! Let
go! That's better - dance, you emotionally tied-up English! Now stand up and dance
with your chalk on your drawing boards!32
Paula Morel was a student in the school of Dance-Mime and, Like Leach, recalled the
unusual methods Tobey used in his teaching. She said,
Mark Tobey began his classes in what is now the library. He lived up there on the
balcony and taught in the big part. He was a remarkable teacher. One drew and
painted things with Mark that you never thought you could do. And as a dancer at that
time with Margaret Barr he used to teach us and I can remember drawing horses at the
run. You started at one end of the room and the paper was at the other and you rushed
across the room and did a bit and then you went back again and did a hoof. But he was
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extraordinary. He had a wonderful contact with people. He was also a Baha'i, an
eastern religion based on Christianity and he converted Bernard Leach to the religion.33
These vivid recollections of Tobey's inspirational teaching methods offer concrete evidence
that his endeavours to facilitate the unlocking of creative potential in his students were
successful. Tobey thus offered to his students a means through which they could achieve
creative expression, discovering their ability to live the 'life of the artist within us all' and in
doing so perhaps realizing Dorothy's aspiration that,
We also need to be artists in our own way - taking time to really look at things around
us: to listen, to feel, to relate one thing to another: to bring some order out of the chaos
around us, and to express in some form the unity and the harmony that we feel.34
Paula Morel mentioned Tobey's influential association with the School of Dance-Mime,
formed in 1931. In the 1926 prospectus of the School of Dance-Mime it states,
The purpose of the school is to provide intensive training, both technical and
experimental, for those who wish to make Dancing either a recreation or a profession,
and further, to correlate this training to the allied arts of Music and Drama.35
The staff consisted of Margaret Barr, Louise Soelberg, Ronald Biggs, Richard Odlin, Ellen
Van Volkenburg, and Mark Tobey who, the prospectus, published in 1931, describes as
teaching ' Design and Drawing.' Students' weekly schedule of dance, music and drama is
also described as including one lesson in 'creative design' in which, according to the
prospectus, 'Design applied to the imaginative powers of each student' would have the effect
of 'accentuating originality'. Tobey was also to teach 'technique in relation to the laws of
art' which would be 'brought in and discussed after the creative attempt has been made by the
student.' Paula Morel's account of her participation in Tobey's class demonstrates the
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importance of movement in Tobey's teaching of drawing techniques, but to date there is little
evidence that shows that Tobey taught design to his students. In the 1931 Dance-Mime
production of 'The People', Tobey is credited as producing the costume designs, which
indicates that Tobey's interest in design was closely associated with his personal involvement
with designing costumes for dance school productions (fig.98). However, given that the 1932
dance production by the school of dance-mime lists Tobey as a teacher of 'Creative Art',
rather than as a teacher of drawing and design, it is most likely that Morel's recollection of
drawing horses at the run would relate to Tobey's later classes in the dance school rather than
those in 'creative design' mentioned in the prospectus. There is an important distinction to be
made here, because accounts of Tobey's contribution to the arts at Dartington have always
focused on his role as a teacher of art, not design. What does appear to be the case is that
whilst Tobey may initially have taught classes in creative design, this rapidly shifted to reflect
Tobey's growing interest in art as a medium through which the 'imaginative powers of each
student' could find expression.
On April 15th 1931, Adrian Kent visited Dartington with his wife and is listed in Dorothy's
diary along with Claire Leighton and H. Blatford. Kent joined the teaching staff at the school
when he was offered the post of art master. By October 1932, he was giving fortnightly talks
on painting to the estate as a whole, which were advertised in News of the Day. On 18th
October, it was announced that in his next talk 'he intends to demonstrate with the help of the
epidiascope that the purely aesthetic qualities which (so he says) are to be found in ancient
and modern pictures are fundamentally the same in both.' 36 That same month, Tobey had
returned from his visit to Mexico and at the Sunday evening meeting advertised in the News
of the Day on 28th October was preparing to show 'his moving pictures of Mexico and the
cities of the western coast'. By January 1933, Kent's 'History of Art talks' continued on
alternate Fridays whilst Tobey's creative drawing classes were held on Tuesdays. It is not
evident that Tobey and Kent found any ground for mutual support or friendship. Certainly
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Kent wrote to Dorothy in 1934 mentioning that he was 'desperately alone here until Leach
came' in 1932.
Whilst Kent and Leach showed themselves to be interested in debating new developments in
modern art within the community, thus bringing Dartington into contact with wider issues
relating to contemporary art, Tobey was increasingly concerned with developing the creative
potential of his students. He also began, in 1933, to envisage himself as the protagonist of a
work that would embody a wider sphere, and put forward to Dorothy his plans for a mural in
the dance school. Confiding his ambitions in a letter, which was sent after Christmas 1933,
Tobey wrote,
I look forward to the mural. At present it is but a contemplation. However I do feel
that if something significant appears on the wall - that it will be a symbol of all our
unity and that many people are needed for its completion. Also that I will be but the
instrument to do it - fed by all of you and from the great source above. I am looking
forward to deeper experiences within us both for greater recognition of each other and
to a lasting friendship.38
The mural was probably painted early in 1934, as a letter from a local photographer to
Dorothy written in March that year enclosed photographs of the completed work. (figs.99,
100 & 101). The model was Paula Morel and the design was based on the dance-mime
production of 'The Three Marys', for which Tobey had designed the costumes (figs.102 &
103). Tobey himself departed on his trip to the Far East with Bernard Leach at the end of the
month, suggesting that he completed this work just prior to his departure. In an undated letter
to Dorothy written most probably early in 1934, Tobey underlined the value he placed on her
continued interest in his work, stating, 'I do want you to know that it meant a great deal to
have you come to the studio this morning.' He continued, 'I am beginning to picture my
energy on the wall here and hope to do so. I am sure the subject matter will untangle itself
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and that I'll get my conceptions clear.' He also briefly mentioned his plans for the colours
of a possible mural in the Great Hall, which is interesting because, although there is no
evidence that he took this any further, it shows that the dance school mural was the product of
Tobey's developing interest in large scale projects. 39
 Tobey continued, 'I shall hope to try the
Dance Mime first and let my anger and sorrow out there first', concluding, 'I know my
conceptions will be Blakian - and, I don't ask anymore if I could carry on this tradition in
England. I should know the validity of Heaven + Earth.'4°
Regardless of how Tobey perceived the finished work, no mention of the mural appears in
News of the Day and there is no surviving evidence that it made any lasting impression on
any of the estate residents. However, before he left Dartington, Tobey contributed a short
essay to the supplement on March 13th of the 500th edition of the estate newsletter. The
essay is called 'Art as an Integrating Force in the Life of the Community' and may be seen as
Tobey's most lasting legacy to the Dartington enterprise. The text offers a criticism of
contemporary art education and calls to the 'common man' to overcome inhibition and
rediscover his creative impulse. Furthermore, and crucially in terms of Tobey's perception of
his role as being the 'instrument' of a higher purpose, representing both the collective will of
the community at Dartington and a divine source, Tobey concluded,
Through the effort to externalize ourselves we give form to that subtle intangible side
of ourselves which can assist us to "wrestle with the angel". All things done in a spirit
of community help the consciousness of that community. It is the few, in any time or
any place, who have enabled the rest of mankind to move through a larger area of
freedom.4'
Perhaps at this point Tobey was alluding to his recent attempt to draw upon the 'spirit of
community' at Dartington in the creation of his dance school mural. Paula Morel indicated
that Tobey based the mural on 'what he had seen of Margaret Barr's work' and given the site
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of the work, Tobey would undoubtedly have been drawing his inspiration directly from the
dancers working in the studio adjoining the room he was painting in.42
It is beyond the scope of this thesis to consider Tobey's trip to the Far East, and it is a subject
that has been considered elsewhere. 43
 Nor is it relevant to the concerns of the thesis to
consider in any depth the works produced by individual artists in a private capacity, as this
chapter deals with a very specific agenda, to evaluate the contribution that individual artists
made to the life of the estate. Whilst of course it is essential to note that it was the Elmhirsts'
patronage which enabled Tobey to travel not only to the Orient but also to Mexico in 1931
and to Europe in 1932, it is essential to focus on the relationships Tobey forged with the
Elmhirsts, the estate residents and the arts department in order to understand more fully the
role individual artists fulfilled in the promotion of the visual arts at Dartington.
It has already been established that Tobey came to Dartington in order to teach both in the
school of dance-mime and to give classes in his own studio, and that the amateur classes held
by Soelberg, Barr, Odlin and Tobey were widely attended by the estate residents. Peter Cox
provides a vivid account of the historical context of these classes when he writes,
Many of those involved in these activities in the early thirties were the electricians,
plumbers, carpenters and others involved in the building trades and domestically in
maintaining the Private House, the courtyard and the school. Many had come from
South Wales and elsewhere (including Tothes) where the unemployed were standing on
every corner without anything to do and not even a cigarette to smoke.. .On top of that
many found themselves in an entirely new atmosphere of work - no longer doffing their
hats to their employers, Christian names being used in both directions. And then the
provision of recreational activity in the evening and being on social terms with their
employers - all struggling to give some expression to some artistic enterprise.
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The Elmhirsts were, with their emphasis on education for all, promoting the arts in rural
England at a time when the country was hard hit by the depression and when unemployment
was particularly high. That provision should be made for leisure activities and adult
education for the working classes was unusual enough, but that domestic staff, manual
workers and office staff could be seen rubbing shoulders with their employers was
unprecedented. In fact, the Elmhirsts were providing in the early thirties what the Board of
Education was, at that time, beginning to consider and that was the widening of the adult
education sector within local education authorities to include the arts. 'What is especially
interesting is that the courses proposed by the Board of Education were those that were
concerned with a revival of folk dance, of rural industries, of handicraft and the visual arts,
exactly those that had been running at Dartington since 1931. In The Listener in June 1933,
under the title, 'Humanising Adult Education' was presented a summary of a recent report by
the Adult Education Committee of the Board of Education. It was stated,
This booklet deals with the awakening during recent years of local education
authorities to the importance of adult education, and with the influence these authorities
have exercised on the course of its expansion.. .From being chiefly limited to classes of
a university standard in economics, history and literature, it has come now to take in
the development of village drama, the cultivation of folk dance and song, the study of
music by the formation of local choral societies, orchestras and chamber music
parties...the revival of rural industries, the cultivation of handicrafts and the arts, and
provision for studying practical and commercial subjects. What may be called the
'curriculum' of adult education has been widened to an immense degree through the
influence of local education authorities, until we are within sight of the time when what
the Report calls 'the barriers between formal education and the cultural life of the
community' are near to removal.45
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This last statement concerning the removal of 'the barriers between formal education and the
cultural life of the community' offers vital proof that the classes held at Dartington in the
early thirties demonstrated an awareness of contemporary trends regarding the development
of art education. Not only were the Elmhirsts actively promoting the dismantling of
traditional methods of education, both in the school itself and on the estate, through their
progressive ideals, but the barriers separating the artist from engagement in everyday life
were also subject to revision as the boundaries between 'professional' and 'amateur' art
began to disintegrate.
By 1934, the number of artists and art students at Dartington had expanded to such an extent
that it was becoming increasing obvious that some kind of formal organization and
management of the arts was necessary. Up until this point, Dorothy had assumed primary
responsibility for the appointment and management of arts staff and the arts were organized
on an informal basis. It was Dorothy who had approached the Cornish School to send over
Margaret Barr and Louise Soelberg, and it was Dorothy who had invited Mark Tobey to
Dartington. When Dorothy offered Kurt Jooss a safe haven at Dartington, however, the
sudden influx of refugee artists created conflicts amongst the staff that were too complicated
for Dorothy to deal with. 46 (fig.104). As Michael Young stated,
With the arrival of Jooss artists were sardined into Dartington. Preventing them from
quarrelling was almost a full-time job. Whose job? Dorothy and Leonard were away
as much as they had ever been and when in residence had much else to do besides
dealing with one complaining artist after another. Fred Gwatkin, observing the Jooss
Ballet jostling Barr's School of Dance-Mime and Louise Soelberg's other dance group,
watching drama and puppets, Mark Tobey, Bernard Leach, Jane Fox-Strangways, and
noting how much money was being spent on them, proposed that a department should
be created and an administrator appointed. He knew just the man for the job.47
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Christopher Martin was appointed head of the department and the first arts administrator at
Dartington and took over his responsibilities from Bill Curry, headmaster of the school.
Curiously enough, Martin had an association with Dartington that appealed to the Elmhirsts
and helped secure his appointment. His grandfather had been vicar at Dartington for many
years and his family had been connected through marriage with the Champemowne family,
who had owned Dartington for some 350 years before they sold it to the Elmhirsts in 1925.
Martin's uncle Jack was the current vicar of Dartington and his uncle Keble, later to become
famous for his flower paintings, was vicar of a nearby parish. As a boy, Chris used to bicycle
through the roofless Great Hall, but as Peter Cox wrote, 'it was through a connection with his
wife, Cicely, that he was invited back to Dartington. Her family was connected with
McKenna and Co whose senior partner, F.A.S. Gwatkin, was Dorothy's lawyer and a
Dartington Hall Trustee.' 48 Martin had been president of O.U.D.S at Oxford and on leaving
had gone to work in the City. 49 This mixture of experience in the arts and business was to
prove invaluable in his securing what was probably the first post of arts administrator in
England.
The Arts Department was formally constituted by the Dartington Hall Trustees in May 1934
in response to the increasing numbers of students and staff involved in arts activities at
Dartington and the lack of financial regulation of expenditure. The Dartington Hall Trust had
been formed in 1932 and merged the Land Trust, the School Trust and the Dartington Trust,
which had been formed in 1931. The Trustees were Leonard, who was chairman, Dorothy
and their legal advisors F. A. S. Gwatkin and Alfred Elmhirst. Leonard wrote in the News of
the Day that 'without depriving the experiment of the leadership and personal interest of Mr.
and Mrs. L. K. Elmhirst so long as they are alive', the Trusts had been set up to provide a
safeguard in the event of their early deaths. 5° He stated,
Without these Trusts the whole of the Estate would remain in the hands of one single
person and it is not difficult to imagine the disastrous effect which his sudden death
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would have upon the whole of the Dartington Scheme. The death of a Trustee does not
affect the continuity of a scheme since new Trustees must be appointed by the
remaining Trustees.5'
Michael Young states that, 'The other prime advantage was to do with tax. The new Trust
was a charitable one and after long negotiations with the Charity Commissioners and Inland
Revenue it was accepted as exempt from income tax. Any dividends the Trust received were
not after that subject to tax.' 52 However, the main point to be made is that during the period
covered by this dissertation, the Dartington Hall Trustees were the ElnThirsts themselves and
their two legal advisors. Thus any reference in this thesis to decisions made by the Trustees
may be taken as directly relating to the concerns of the Elmhirsts themselves.
Upon his arrival at Dartington in 1934, Martin began to take stock of the work going on
around him. He immediately noted the lack of a coherent arts policy at Dartington, an issue
that was to remain his primary concern throughout his time on the estate. As the newly
appointed Arts Administrator at Dartington, his role was first and foremost to co-ordinate the
activities taking place on the estate, to provide quarterly reports to the Trustees and to project
and account for the department's expenditure, adhering to a newly imposed budget. 53 The
extent of Martin's control over the department itself remains in some ways unclear. It is
certainly the case that he immediately alerted the Trustees to his concerns about the standard
of artistic practice on the estate and was seeking to clarify the aims and objectives of the
department from an early stage. What is not clear is the extent to which Martin's judgment
was implemented as policy and this is something that this chapter sets out to ascertain. It
may have been the case that Martin's perceptions brought new insights to the Elmhirsts
which resulted in significant changes to the development of the arts at Dartington, but it is
also possible that his reports served simply to clarify what the Dorothy and Leonard felt
already about the arts on the estate and if this was so, then his role may have been to act
rather as their agent than under his own initiative.
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His first report, written in July 1934, demonstrated his ability to reflect back to the Trustees,
and ultimately to the Elmhirsts themselves, the strengths and weaknesses of the department as
a whole. Martin summarized the arts activities in existence on the estate upon his arrival in
May as consisting of four groups: The Margaret Barr group, the Drama and the Puppet
Group, Louise Soelberg and her Group and the Jooss-Leeder School of Dance. He was
evidently concerned by what he saw, taking the opportunity to report back to the Trustees his
perception of a generally low standard of work achieved throughout the department.
Commenting on a 'deplorably low' standard of the musical comedy performed by Barr's
group for the Home Fete on July 6th, Martin noted it was the most expensive single item in
the programme. He went on to criticize Louise Soelberg's 'paucity of creative invention' and
Richard Odlin's 'insufficiently prepared' puppet production of 'Alice in Wonderland'. In
summarizing the 'ultimate aim' of the department he queried,
Is the Arts Department to be primarily a professional undertaking having amateur work
with the estate as an offshoot of its professional activities, or is the Department to be
primarily amateur and dilettante with professionalism only as a chance consideration?54
Such a statement can be read as a direct request for clarification from the Trustees as to what
exactly they wanted the arts department to be in its essential form. It can also be seen, given
the context of its timing, as an open assertion of Martin's determination to establish his
authority over the direction of the department. By identifying the conflict present on the
estate between Margaret Barr and Kurt Jooss as fundamentally an amateur versus
professional dilemma, rather than as a personal power struggle between two diametrically
opposed personalities vying for the Elmhirsts favour, Martin set the course for what has
become known as the 'professional phase' of Dartington's history. 55
 When Martin set in
motion the dismissal of Barr in the summer of 1934, he signalled an end to the development
of community based dance groups and the beginning of a concentrated effort to raise
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standards of practice through the creation of professional dance and theatre schools.
However, it is my contention that although such an assessment of the arts at Dartington
during this critically transitional period can be maintained through a consideration of the
dramatic arts, it is certainly not sufficient when considering the subject of my thesis, the
visual arts. In fact I would venture to suggest that this professional/amateur dichotomy has
been upheld at the expense of an adequate evaluation of the visual arts at Dartington because,
as the last two chapters has shown, the artists living and working on the Dartington Hall
estate developed a teaching practice that resulted directly from their experiences gained from
teaching amateur groups. This process of collaboration resulted in the founding of the
Dartington Hall Art Studios, which proposed a system of teaching based on apprenticeship,
and the estate evening classes, which fostered community involvement in the visual arts.
Margaret Barr, who had done a great deal of work with amateur groups both on the estate and
in local villages, was given notice to leave Dartington by Martin whilst Dorothy and Leonard
were on holiday in the Adirondacks. As Michel Young subsequently wrote, 'It was to be out
with the amateur, in with the professional, and the Elmhirsts agreed.' 56 However, Leonard
gave voice to his misgivings about Martin's ability to manage the department in a letter to
Dorothy in which he wrote,
Chris met me at the station and took supper - I was too tired to discuss with him. He
has a long way to go and will depend much on you to educate him. Emotion still has
too much a hold over me in reference to him to make it a simple matter - but we've got
to comprehend his fears and his newness and his past standards. I suppose I'm anxious
about your relationship with him - I feel you alone can pull him through and yet in a
way he is depriving you of some of the burdens you've laboured over so gallantly all
these years and of course I don't trust him to begin to shoulder them as you have
done.57
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Thus it appears that whilst Martin was supported by the Elmhirsts in his swift restructuring of
the arts at Dartington, the sudden change in focus led Leonard to query Martin's capacity to
take on what had hitherto been Dorothy's preserve. Despite this rather rocky beginning,
Martin quickly proved to be a valuable asset to the Dartington enterprise and developed a
coherent arts policy at Dartington during the ten years of his appointment as administrator.
However, following Martin's appointment the Elmhirsts recognized that their personal
subsidy of artists, which had paid for trips abroad and various other luxuries, was going to
have to stop. This was particularly the case with Mark Tobey, who at the time of Martin's
appointment was in Japan with Bernard Leach on a trip paid for by Dorothy and Leonard.
Unaware of the change in administration, Tobey wrote to Leonard from Seattle in February
1935 following his return from Japan. He expressed his wish that 'I hope that when I return
I'll be able to put the art classes on a firmer and more consistent foundation.' 58 Although, by
August 1935, Leonard had written to Tobey with an official offer from the Arts Department
for a two years appointment at Dartington, the terms of his contract were subject to
substantial revision. Leonard admitted that, 'We want you back badly to fill a gap that will
always be there when you are away.' 59 However, by referring to the recent departure of
Margaret Barr's dance troupe, Leonard provided Tobey with a rationale behind the tightening
up of control over arts activity on the estate as being 'partly due to the setting up of orderly
administration, partly to our own need to be much more careful with our cash than in the past,
since there isn't going to be nearly so much of it'. Leonard asserted that, 'the
irresponsibilities that were associated in many people's minds with dancing and the arts are
fewer and inevitably more under control than when a committee and Beatrice were trying to
handle them.' Leonard concluded his letter by stating, 'I don't think this need worry you and
we have tied you down as little as possible as you will see, but it does mean that neither
Beatrice, Dorothy or I will be able to send you off on trips or travels and that these will have
to come out of your own budget.'6°
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Leonard's reference to the 'irresponsibilities that were associated in many people's minds
with dancing and the arts' concerned the total lack of financial controls prior to Christopher
Martin's appointment. Peter Cox stated, '...life at the Hall began to disintegrate prior to Chris
Martin's arrival. Clearly there were immense jealousies, mixed motives, complacency, poor
work, an enormous consumption of gin, petty dishonesty over expenses.. .Gwatkin was
obviously of the opinion that money was pouring down the drain, with little to show for it.'6'
Martin's appointment fundamentally altered the terms by which artists were appointed, as can
be seen from Leonard's letter to Tobey. The letter marks a turning point in Tobey's
relationship with the Elmhirsts as it defines the early stages of a process of disentaglement,
where relationships which were previously reliant on the Elmhirsts' private patronage became
subject to scrutiny by a third party applying rigid financial controls to a previously
unregulated system.
November 1935 marks a significant development in the administration of the arts at
Dartington and is particularly important given the scope of the thesis. The arts section of the
Arts Department came into being when the artist Mark Tobey returned to Dartington and
started a weekly art class. Martin was suitably impressed and noted that, 'the success of this
class has been one of the outstanding features of the term.' 62 The Jooss-Leeder school was
still in the process of establishing itself following the departure to London of Barr's group the
previous summer. Whilst the group was seen by Martin to be making good progress, it was
proving to be a very costly undertaking. In addition to this development, the Bauhaus
architect Walter Gropius had just submitted plans for the Barn Theatre and, most
significantly, Michael Chekhov had arrived and was preparing to open a theatre school in
July 1936 (fig.105). The Elmhirsts' extension of hospitality to refugee artists at this time had
included invitations to the theatre designer Hem Heckroth and the sculptor Willi Soukop and
had resulted in both artists coming to Dartington to live and work on the estate along with
Tobey (fig.106). Thus Martin had to cope with the problem of managing a recent sudden
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influx of artists to Dartington, all of whom had been invited by Dorothy and whose presence
on the estate was proving to be a very costly undertaking.
Heckroth had left Germany in 1933, along with the Jooss Ballet, and by 1934 was in Paris
with his Jewish wife Ada. Heckroth had designed the masks for Jooss' 'Green Table', a
controversial piece in which the dancers portrayed statesmen as puppets manipulated by
Death. (fig,107). According to Dietlind Stürz, whilst in London Heckroth was commissioned
to design sets and costumes for Kurt Weill's 'A Kingdom for a Cow' by the London Opera,
later performed at the Savoy Theatre. Dorothy was apparently so impressed by the
production, especially the sets and costumes that she invited Heckroth to work at
Dartington. 63 Unlike Tobey, under conditions set out by the Home Office, due to his refugee
status, Heckroth received no salary but was permitted to earn his living as an artist. The same
restrictions applied to Soukop. By February 1936, Heckroth was, like Tobey, involved in
teaching activities on the estate, holding a weekly class in stage construction and design.TM
He was also engaged in work outside the estate, being employed as a dress designer for the
production of 'Don Giovanni' at Glyndebourne and also as a designer for a company in St.
Ives. By the time that he had accepted the post of designer for the estate company,
Dartington Hall Ltd, in November 1936, Heckroth was teaching in the Dance School, in an
Estate class and also at Foxhole.65
Unlike the conflict between Barr and Jooss in 1934, when the large and well-established
professional ballet company ousted Barr's school of dance-mime, there is no evidence to
suggest that Heckroth's arrival was the cause of any friction in the Arts Department when
Tobey returned to Dartington in 1935. Tobey was expected to give only his usual Monday
evening class, and was unlikely to feel threatened by Heckroth as he had just signed a two
year contract and was therefore sure of his position. As Barr's group had left for London,
Tobey was no longer designing costumes, and was able to focus more on his own work. It
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was at this time that he discovered his 'white writing' technique, the culmination of a
synthesis of calligraphic impulses and a rendering of dynamic free flowing form.
Heckroth and Soukop quickly proved themselves to be useful additions to the arts section of
the Arts Department. Tobey, however, was perceived by Martin to be a somewhat unstable
character and 'undoubtedly something of a problem.' 66 Martin must have found him
particularly irritating because he reflected in a report to the Trustees that 'within himself there
is still a struggle which must tend to sap his energies and deflect the direction of his activities.
What the best solution is for him yet remains to be seen; whether the solution lies at
Dartington or elsewhere is also problematical.' 67 Without a doubt, Martin found Heckroth to
be far more agreeable, but whether Martin's opinion of Tobey was evident in their
professional relationship one can only speculate. It is true that Tobey occupied a rather
privileged position in relation to other staff employed by the arts department due to his warm
relationship with the Elmhirsts and as Martin's control of the Arts Department increased,
Tobey found that there was no longer a place for him at Dartington. Despite Dorothy's
request that he return from Seattle in 1938, Tobey felt that Martin had made his position
clear.
Martin demonstrated his ultimate control over the direction of the Arts Department when he
raised the issue of Tobey's salary with Dorothy in December 1938. Dorothy wrote to Tobey
to inform him of the changes to his contract on the 16th December,
Dear Marco
I have been a long time answering your letter because of many difficulties at this end.
Chris, as you know, has been very ill and immured in a Bristol hospital and it's only
during this last week that he has been able to take up matters of business. I have now
secured from him his suggestions for your future contract. You know, Mark, that you
have been rather the pet child of the Arts Department because of your special
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relationship to Leonard and me. But I can see that this will not be possible in the
future. There has been such a discrepancy between your agreement and the contracts of
the members of the Arts Department that it would be unfair to everyone else to allow
such special concessions to continue. Chris tells me that the salaries of Miss Crowther
and Lisa Ullmann, for instance, who give full year round services, are only £250.O.O;
and Hem, who not only teaches but also works for other sections of the estate and is
allowed only a short holiday, receives £350.O.O. Moreover, all these people have to
pay full board and lodgings whereas, under your old agreement, you have received
your studio, in which you live, rent free. Therefore Chris feels that the new basis
should be more in line with the other Arts Department agreements. And he suggests
that you should receive between £250.O.O and £300.O.O a year, for which the Arts
Department would require a full working year from you - allowing for the regular
department holidays.
Under Martin's directive, if Tobey was to return at all it was to be with a renegotiated
contract in line with those issued to Heckroth and other Arts Department staff. In November
1938, Cecil Collins had, like Dorothy, written to Tobey urging him to return to Dartington.
Collins wanted Tobey to join him in the formation of an art laboratory at Dartington. Tobey
replied on the 23rd August 1939 from Seattle, Washington,
.the past year has been difficult. However there are signs of life and perhaps this
letter to you is one of them for there is a hole a large one which only you, Bernard and
Hem and Willi could fill for I have not found here any such companions. Art activity
fairly hums here now with all sort of competitions, murals for post offices but with our
eternal genius for institutionalism and the accompanying subject matter I am left upon
the shores as usual for the standard is dull as hell and the quality of paint rarely gets
beyond the illustrative....I wrote Martin to see if he had any idea such as he had when I
left but evidently he hasn't, meaning that I tried to feel him out to see if I was wanted
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back but the letter was a masterpiece of diplomacy and that's that. I know as I knew
then that he has no idea as to what I had in mind as regards my teaching and probably
will never have but a letter from Dorothy is just the opposite saying that she wishes
very much to see me back in my studio again. Well I give up as I can't make it out.
Everything changes as I know and the phase that you are all in now is the one for now
as the ones before it were for then. But I would like to know how things are working
out according to the new set up of which you are a part and if you still think that the
work I did there was important.68
As this letter indicates, the ultimate reason behind Tobey's decision to remain in Seattle
rested with Martin's tightening up of control over the staff of the Arts Department and signals
a shift in the administration of the department away from Dorothy's benign patronage
towards a more formalized organization of the department's structure. It is clear that whilst
the friendship between the Elmhirsts and Tobey was strong, it was to Martin that the final
decision fell and, reading between the lines, Tobey decided against returning to Dartington
despite his evident dissatisfaction with his subsequent work for the WPA in Seattle.
In January 1937, Leonard had written to Tobey in Seattle describing his perception of a new
pattern that was emerging as a result of this interchange between the artists on the estate. He
stated,
I never felt so much as I did last term that the community and its artists were finding
how invaluable each was to the other and that in itself is the beginning of a new pattern.
The artist is after all nearer to the creative soul of the world than anyone else, simply in
this function of new pattern and structure making and when this faculty is transferred
from canvas and paint to folk, there the greatest of all artistic enterprise begins.69
Leonard touched upon a crucial issue when he suggested that new developments were taking
place in the arts department, observing that it was 'when this faculty is transferred from
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canvas to paint to folk, there the greatest of all artistic enterprise begins.' The period 1935 to
1937 witnessed an exchange of ideas and inspiration between artists from diverse
backgrounds in the visual arts and the effects this interchange had on Tobey, Heckroth,
Collins, Soukop and Leach was profound. Each artist has signalled that their time at
Dartington was amongst the most important experiences of their lives, and it is worthwhile to
consider the wider implications of this exchange for the community at Dartington as a whole
through examining the ways in which the resultant changes in art practice proposed by these
artists found expression in new methods of teaching.
It would seem that, unlike the conflict between Barr and Jooss, the artists at Dartington were
able to arrive at a synthesis of ideas and methods via a process of experimentation and
exchange of ideas. That this continued beyond the period of an individual's involvement
with these experiments is striking. As the dialogue between Collins and Tobey testifies, both
artists gained immeasurably from the experience and the same applies to Heckroth, Soukop
and Leach. These individuals came to Dartington with a wealth of experience upon which to
draw, not only through their professions as artist, designer, sculptor and porter but in terms of
cultural reference. They each found themselves drawn to Dartington through contact with
Dorothy and Leonard, who offered material support and refuge from political persecution
together with the kind of sustenance gained through community living where one engages
with others in the search for a common purpose and a unity of vision. The artists who came
to Dartington brought with them an understanding of artistic traditions from both East and
West and those who stayed did so because they were offered the opportunity to develop and
expand ideas which, had they chosen to work in isolation, would not perhaps have achieved
fruition. 7° This can be said in terms of the development of the visual arts at Dartington
within the period 1931 to 1940 and with reference to the artists themselves and their own
work. The impact of those years, particularly that vital period between 1937 and 1940, was
profoundly important and whilst it is beyond the scope of this thesis to consider the effect of
their experiences at Dartington on each individual artist, it is possible to consider the lasting
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legacies that Dartington yielded as a result of this period of experimentation within the visual
arts, and this is the focus of the present chapter.
Cecil Collins recalled that it was through his acquaintance with Tobey that he came to
Dartington. He states,
It was in 1935, I think, that Elizabeth and I first met Mark Tobey in London during the
time of the exhibition of his paintings at the Beaux Arts gallery and we all became
friends, and he invited us down to see Dartington.7'
Collins was born in Plymouth in 1908 and studied at the Plymouth School of Art before
going to the Royal College of Art in 1927. In 1933 he visited Paris and in 1935 held his first
one-man exhibition at the Bloomsbury Gallery in London and the following year was invited
by Herbert Read to contribute to the 'International Surrealist Exhibition' held at the New
Burlington Galleries in June 1936. There is not sufficient space at this time to consider
precisely the manner in which Collins' work was rejected as not adhering to the fundamental
tenets of the surrealist movement, but it is sufficient to highlight Collins' religious
convictions as being diametrically opposed to the position asserted by both André Breton and
Herbert Read that the surrealist movement was activated by a commitment to communism
and the theory of dialectical materialism. Whilst Collins failed to locate a sense of shared
purpose with Breton's promotion of surrealist doctrine, he sensed an affinity with Tobey
which drew him to Dartington. Collins would have known about Dartington through his
friend Peter Goffin, a designer who worked with the School of Dance-Mime. They had
grown up together in Plymouth, and by 1936 Goffin was in London with Barr's group. In the
autumn of 1936, Collins arrived in Totnes with his wife Elizabeth and stayed in lodgings in
the town. He recalled that during this time,
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We used to go to Dartington and go to various meetings and classes. Elizabeth studied
painting with Mark Tobey. During this period we also met, and knew and became
friends with Bernard Leach. Bernard, at that time lived by Shinners Bridge. Mark had
his studio over the archway in the Courtyard and it was in the Barn next door that he
held his evening painting classes.72
Although Collins mentions in this recollection, written in 1986, that Elizabeth studied with
Tobey, he neglects to acknowledge the vital importance these classes had on his own
understanding of the role of the artist as teacher. In Tobey's papers held in Seattle is a letter
written by Collins following Tobey's return to Seattle in 1937. He wrote,
Dear Mark,
I have felt the need lately of expressing what your class has given me. I had certainly
never struck anything like its outlook before because in my experience, the very
creative things I have had to struggle to evoke out of that dead tomblike process known
as Art education in England, are put in your class as the first things to realize, and not
the last. People learn right away what they only learn after a long corrupting process of
education (which cripples them unless they are unusually tough). That art is a form of
life, therefore it is a real process that any body can take part in, and discover for
themselves. Because it seems to me your class has broken down the false barriers
between what is called professional and amateur art, and is restoring the more healthy
flow of general creativeness in people, by allowing them to express this flow in their
own natural particular way; thus they are been (sic) educated into the very nature of Art
almost without realizing it. To any body like myself who has been educated at the
Royal College of Art, your class is a revelation in Art education, it is the education of
life by life, and not the education of life by meaningless deadening objective systems of
teaching.73
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The letters from Collins to Tobey, (Appendix 5), demonstrate that at Dartington not only
were the barriers between amateur and professional practice being broken down but that
artists themselves were being influenced to a significant degree by the interchange of ideas
and inspiration, particularly through the estate classes. In his letter, Collins describes how he
was influenced by the 'primitive and pure source of activity' of Tobey's evening classes, and
Collins was not alone in regarding such art as springing directly from the hands of untrained
and thus 'primitive' rural folk. Ileckroth had also come to regard art education in England as
lacking 'the cultural conditions for artistic development' which he identified as 'folk art, folk
dance, folk song, folk costumes, handicrafts.' 74 Tobey's classes were profoundly significant
to Collins as representative of a completely new way of tapping into the inner life of the
people, and it was this expression of communal creativity which inspired Collins and
Heckroth to follow Tobey's lead and attempt to set up at Dartington a studio which would
reform the process art education to encompass this sense of revealing the hidden depths of
'primitive folk art activity'. Collins believed that through developing such classes throughout
the country, the folk art of England would not be a redundant imitation of old forms but
'would be the expression of our life now from the folk'.
The letters to Tobey, then, constitutes a manifest declaration by Collins of his vision of the
liberation of society via the communal experience of art, and that he expressed it within the
context of the estate classes reveals the disparity between the coming together of such artistic
groupings as 'Unit One' and 'Circle' which pursued the 'contemporary spirit' through
individual artistic production, and the aspirations of the artists at Dartington who were
evidently concerned primarily with the issue of artistic freedom through the liberation of art
education from the stifling restrictions imposed by local authorities. Collins asserted that
Without a doubt there is a great future for your class and way of teaching, if only the
educational authorities of this country can show an elementary insight into these
matters, we could have in England a folk art which would not be artificial or imitating
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old forms, like Morris dancing etc. but would be the expression of our life now from
the folk. What we artists need along side of us, is this primitive folk art activity, it's
the blood that has not been completely watered by excessive centralization.75
Collins also professed his admiration for Tobey's teaching methods, stating, 'it seems to me
your class has broken down the false barriers between what is called professional and
amateur art, and is restoring the more healthy flow of general creativeness in people, by
allowing them to express this flow in their own natural particular way; thus they are being
educated into the very nature of Art almost without realizing it.' 76 Collins put his ideas
concerning his own art classes at Dartington down on paper, and from his notes it becomes
evident that he sought to crystallize his ideas in a structured way. (Appendix 6). However,
whilst it is true that in terms of their teaching practice both Tobey and Collins sought to free
the creative potential of each of their students, and by so doing to encourage an appreciation
of art within the community, the extent to which they were successful in securing wide
support for their own work is questionable and is an issue which will be addressed in the next
chapter. It is sufficient, however, at this point to draw attention to the fact that efforts were
made to reevaluate the position of the artist within the community at Dartington not only
through a radical reassessment of the role of artists as teachers, but also through the
presentation of their own work as a valid expression of the life of the community as a whole.
In February 1937, Martin had reported to the Trustees that the Jooss Ballet had returned to
Dartington following their tour of Europe and that, following Jooss' recommendation, Hans
Oppenheim had been approached to head the orchestra. Martin put forward a proposal to the
Trustees which, if approved, would have led to Oppenheim's creation of both an orchestra
and a singers' studio. Martin was, at this time, committed to bringing about a synthesis of the
arts at Dartington that would involve collaboration between the dance school, the theatre
school and a new music section. At this point, Martin still regarded the art section to be a
relatively minor and amateur part of the Arts Department. Martin wrote to the Trustees,
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Before discussing the cost involved in any such schemes, it might be as well to
consider the objectives which the Arts Department has in mind in putting them
forward.. .The Arts Department, at the moment, consists of a ballet company, a school
of drama and a school of dance. There are also some resident artists. The primary
activity of the department is concerned with the theatre, and in different ways the
Dance School and Ballet, as well as the Checkhov Theatre Studio, are concerned to
hammer out some form of new theatre. It is the belief of Mr. J0055 that the new
theatre, when it is achieved, will include music, as well as dance and drama. Mr.
Jooss's phrase for it is "the musical theatre" and more and more Mr. Jooss's mind is
moving towards the composition of what he calls "dance dramas".. .If, then, the
composition and production of such dance dramas is to be achieved, an orchestra and
singers are a vital addition, and if this musical theatre is to be presented to the public,
the Dartington Festival becomes a desirable ultimate objective.77
By December 1937, however, any such hopes for the orchestra and singers studio had been
abandoned, and Martin was resigned to taking a less ambitious stance regarding the future of
the arts department.
Despite Martin's casual reference to the art section of the Arts Department as a minor
addition to the arts on the estate, visitors to Dartington were impressed by Dartington's
innovative approach to art teaching. It was upon a visit to see her son Paul at the school in
1934 that Barbara Elepworth first became aware of the importance of the art teaching at
Dartington. She was particularly struck by the workshops in metalwork run by the Austrian
refugee Naum Slutsky, who had previously been at the Bauhaus, remarking,
I enjoyed my visit to Dartington so very much, there is such a fine feeling of work and
I learnt a lot this last time. Paul took me to the pottery school and I was most interested
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to see the carving in progress. I feel that Slutsky will make a most important
contribution to the school. The constructive feeling in his workshop, the order and the
logic impressed me deeply and I found it hard to tear myself away. 78
Hepworth's son from her first marriage, Paul Skeaping, had joined the school at Dartington in
January 1935 following a visit in December 1934. In February 1935, Hepworth returned to
Dartington to visit the Elmhirsts with Ben Nicholson, who gave a talk on 'The Development
of an Idea in Painting' at the Sunday evening meeting. In August that year, Nicholson wrote
to Dorothy,
I have thought often about Dartington particularly in relation to its "art" teaching. Paul
came back in very good form. We had hoped to be able to come down to Dartington
this term but have been very busy with work.79
Hepworth was so impressed by the art teaching at the school that she wrote to Curry in July
1936 to request that he submit an article outlining the ideas he had mentioned during her last
visit to the school for publication in Circle: International Survey of Constructive Art,
published in 1937. Hepworth wrote,
Dear Mr. Cuny,
We are publishing an international review, with editors J. L. Martin, architecture, Ben
Nicholson, painting, and N. Gabo, sculpture. It will be an annual survey of
constructive art in all countries - the first number to appear at the end of 1936. The
editors asked me to write to you to ask if you would contribute something. I was
telling them about some of the ideas you had expressed to me, and we all felt your help
would be most important. You see we are not interested in personalities, but only in
the actual, good work done, and its relation to the whole social structure and to life in
general. When I saw you last, we talked a good deal about Slutsky's workshops at
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Dartington, and you were telling me Dartington differed in this respect from other
progressive schools, in so much as it is related directly with contemporary life. We
wondered whether you would write us an article about this particular aspect of
education, which the editors feel is so important, and upon which I felt you had such
constructive ideas, not only ideas but also achievement. Education is of absolute prime
importance that we should be most grateful to have a contribution from an expert like
yourself. We have the support of Gropius, Alfred Barr, Breuer, Mondrian, Moholy-
Nagy, Read and the various experts in different countries on all the different problems.
We are anxious to make the whole review as comprehensive as we can.8°
Curry responded immediately to Hepworth's request, stating, 'I shall be very glad to fry to
write an article for the New Review' and yet despite his initial enthusiasm did not forward
any finished document to the editors. 8 ' David Jeremiah noted that 'Curry needed to know
more before he would make a commitment. No essay was forthcoming, and the opportunity
to reinforce the progressive image of Dartington with the cause of modernism was lost.' 82 Yet
recently discovered correspondence between Nicholson and Curry suggests that he had made
a firm commitment to writing an article ready for publication in October 1936, and failed to
do so because he was unhappy with his attempts to present a cogent argument for the role of
constructive art in progressive education and contemporary life. Following Curry's note to
Hepworth, Nicholson wrote to confirm that Curry would maintain an emphasis on
contemporary life, stating, 'the review is an influential one, appearing annually, devoted
primarily to architecture, painting and sculpture and dealing in particular with their
relationship to a constructive social life.' 83 Hepworth had commented on Slutsky's
workshops at Dartington, and had written to Curry stating 'you were telling me how
Dartington differed in this respect from other progressive schools, in so much as it is related
directly with contemporary life.' Curry's reply to Nicholson raises doubts as to whether he
felt able to articulate his ideas on paper regarding the art teaching at the school.
152
Nicholson had summarized his understanding of Curry's position as follows,
I had gathered from Barbara Hepworth that you are particularly interested in the
problems of the development of form consciousness in children, and an understanding
of plastic values in relation to contemporary life, as opposed to the usual idea in
schools of amateur arts and crafts.84
Concluding, 'We should be most interested to have an article outlining your viewpoint on this
question?' Curry replied that the letter 'gives me a good idea of what you have in mind' 85 but
stated that he was going abroad to rest 'both by inclination and doctor's orders' although he
assured Nicholson that' if the spirit moves me I may put some ideas down on paper for you
so that you could have them before October'. He did not do so, and when Nicholson wrote to
enquire if the article was completed, Curry gave his excuses and stated he was confident he
would be able to complete it by the end of the month, although he remarked that 'If by any
chance you have enough material for the first issue and would like to hold my article over for
the second that would suit me very well.' 86 In the event, Curry failed to produce the promised
article and the review went to press instead with Gropius' essay on 'Art Education and the
State'. Curry apologized to Nicholson, stating,' I have made an attempt to write an article for
you but I am afraid I have decided not to send you what I have written as I am not satisfied
with it, and wish to improve it.' 87 Curry cited ill health and 'private worries' as factors which
prevented him from producing an article worthy of publication, adding 'Both articles I have
tried to write during the last two or three weeks have seemed to me unsatisfactory and I don't
propose to publish them until I feel happier about them myself. May I send yours along to
you when it is ready and you can then use it in the next issue if you feel so inclined.'88
Despite Nicholson's subsequent encouragement, no article was ever produced.
Given that, in 1936, Heckroth, Soukop and Slutsky were teaching at the school, it is evident
that ideas were being worked out at Dartington in relation to art teaching which owed a great
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deal to collaboration between refugee artists from the continent. Curry was apparently aware
of this fact and discussed the developments with Hepworth and Nicholson. Martin, on the
other hand, retained the belief that the contributions made by the visual artists on the estate
were minor in comparison to other arts activities and concentrated his energies on the Jooss-
Leeder Dance School and the Chekhov Theatre School. It is, then, in many ways regrettable
that Curry felt unable to express on paper the ideas which were already in practice at the
school and which had so inspired Hepworth, simply because it would be valuable to have
details about the art teaching at the school which would provide a contrast to Martin's relative
dismissal of the art staff in his reports to the Trustees.
Whilst Curry contributed numerous articles for publication and wrote extensively about
progressive education, he was not a specialist in the field of art education. It is likely, then,
that he felt out of his depth when confronted with a situation where he had to put his thoughts
down on paper. It may be the case that it was through the agency of the teaching staff at the
school and not via Curry himself that the innovations in art education were implemented. If
this were so, then it would suggest that the ideas developed by artists at Dartington were
initiated and developed independently from the arts administration, and that it was not until a
later date that their ideas were taken seriously by Christopher Martin and actively promoted
on the estate. Seen in this way, it is possible to regard the administrative reports compiled by
Martin as perhaps neglecting to adequately consider the visual arts on the estate at a crucial
point in their development, and this substantiates one of the fundamental assertions of this
thesis - that the visual arts on the estate have been consistently overlooked not merely in
subsequent histories of Dartington, but within contemporary reports compiled by the arts
administration itself.
Martin had demonstrated that he was prepared to support proposals put forward by members
of staff before the formation of the Art Studios. Jooss, Oppenheim and Chekhov had
involved Martin in their plans to achieve a synthesis of the arts at Dartington through a form
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of musical theatre. The plans did not come to fruition, and when the Chekhov Theatre Studio
left Dartington in December 1938, it was to the visual artists that Martin turned for
inspiration. Martin had asked Heckroth to outline his beliefs on the subject of art education
in May 1938. Heckroth stated,
At your suggestion I will attempt to explain to you more fuiiy my ideas about artistic
education.. .To speak plainly, this shortcoming in artistic education is more noticeable
here in England than on the Continent.. .How is it possible to produce anything which
we label Art, without the backing of traditional or conscious or instinctive knowledge
of culture? How long will it be before the last relics of artistic instinct, of creative
productiveness, are destroyed by mechanical, insensitive education?. .Why are the
shortcomings in artistic education in England greater than on the Continent?.. .What is
done to hand on tradition and heritage? Where are the books, where the reproductions
which would give the lower classes the possibility to participate for a reasonable price
in English tradition or in international culture?.. .It should be possible, according to my
experience at Dartington Hall, to found a Studio here, and with a few new pupils and
the existing group of people who are interested, to make a start. In contrast to the
existing schools I conceive a thorough preparation through the study of the history of
culture.89
From this extract, it becomes clear that, by May 1938, Martin was made aware of what Curry
had known two years previously; that the artists at Dartington were developing an innovative
scheme for experimentation within the visual arts. From this point onwards, Martin revised
his earlier opinions and began to view the resident artists as essential contributors to the
development of plans for the Arts Department. Like Collins and Tobey, Heckroth had
identified shortcomings in the provision of art education in England. He sought to rectif' the
situation by the founding of an Art Studio, which would extend some of the ideas that he and
his colleagues in the visual arts had been working on over the past five years. The fact that
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Martin was receptive to expanding the visual arts section of the Arts Department in response
to Heckroth's proposal shows that the arts administration operated on the principle of
collaboration and that, given the departure of the Chekhov Theatre School, Martin was
searching for a project to promote. Heckroth's proposal, then, came at an opportune time and
was the result of a long process of experimentation and collaboration.
The estate classes had provided the means by which artists at Dartington developed a system
of art teaching based on free expression and the removal of traditional boundaries separating
the 'professional' artist from the 'amateur', as the following example demonstrates.
Heckroth began a weekly life class in 1938, and examples of students' work had been
exhibited in the Barn Studio in July. (fig.108). Unlike earlier exhibitions of Collins' and
Tobey's work, which will be discussed in the following chapter, the response printed in the
News of the Day was favourable.
Hem Heckroth and those working with him, are aware of the fact that the individuals in
a group will each achieve more when they work together than if they would if they
worked in isolation, and they see quite clearly that the layman is prevented from
enjoying the personal satisfaction of artistic creation by the bombast and ballyhoo
which usually surrounds it. They therefore invite everyone (and this, brother, means
you) who has learnt to shave himself, write a letter or sew on buttons, to try a hand at
drawing and painting. They believe that drawing and painting are enjoyable activities
and that those who practise them will develop a perception and a skill which will be of
value to themselves, to their jobs, and to the world at large. In other words, Hem
Heckroth is prepared to break down the barriers of the artists' trade union for the
delectation of the philistine; Heil Heckroth!9°
The success of Heckroth's life classes paved the way for new developments which
culminated in the creation of the Dartington Hall Art Studios. It has already been
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demonstrated that Tobey had been concerned with the liberation of individual creativity
through spontaneous expression, and Heckroth continued this approach to artistic education.
He stated,
The idea of the group was to give people whose job it is to work with their hands an
opportunity of working in one group with artists and designers. In this way we hoped
that the craftsman might discover more about his material and its forms and become a
designer on his own account.. .We are trying to discover the fundamental elements of
drawing which have been the basis of art throughout history. The group has had as an
objective the task of stripping from the art of drawing those dead values with which it
has been suffocated and of making available to everyone the experience of self-
expression, which should be one of the pleasures of life and not be confined to
professional artists.. .The advent of the Douanier Rousseau or a movement such as
Surrealism are of the greatest importance in at least one thing: they have broken down
the false classification of creative energy into amateur and professional. In many ways
the true artist and the amateur are identical. Creative genius always flourishes in an
amateur atmosphere and amateurs are refreshed and encouraged by contact with the
intense activity of the professional. Evidence of this can be seen in drawings of this
group. It is our opinion that this is one of the natural ways of bringing artist and public
together again which we do not believe can be done by forcing an objective plan or
system.. 91 (Appendix 7)
On the 22nd July 1938, News of the Day announced that there would be no more life classes
until the new term, 'when it is hoped that it will be possible to run, in addition, a class of
landscape drawing and lectures on art history and the history of style.' This new venture was
in keeping with Heckroth's proposal to Martin earlier that year, when he suggested founding
a studio that would make a start on the challenge to 'hand on tradition and heritage' which
was facing contemporary society. Heckroth was determined to give his students 'a thorough
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preparation through the study of the history of culture' and by the start of the new term was
offering classes in landscape and history of art in addition to his usual life drawing class. The
new classes were advertised in the News of the Day and it was stated that 'The purpose of the
History of Art classes will be to discuss the problems of prehistoric, oriental, classical,
medieval and modern art. The classes will be illustrated by reproductions of ornaments,
pictures, architecture and other works of art of the various ages in its history.'92
By March 1939 the Arts Department under Martin's direction had expanded to the point
where it had become necessary to implement a management group, which resulted in the
formation of the Arts Council of Dartington Hall. 93 (fig.109) This was a body consisting of
the responsible heads of the Arts Department and was constituted so that 'everyone knows
what everyone else wants and everyone knows what everyone else can afford.' 94 The Art
Section of the Arts Department was expanded under the guidance of Heckroth to form the
Dartington Hall Art Studios, which was brought into being in May 1939. Its teaching staff
consisted of Heckroth, Bernard Leach, Willi Soukop and Cecil Collins, and its most visible
achievement was the Summer School of Art held that year. The 1939 prospectus of the
Studios stated,
The Studios are organized as a section of the Arts Department, Dartington Hall, which
includes such well-known enterprises as the Ballet Jooss, the Jooss Leeder School of
Dance, the Music Theatre Studio etc. The Arts Department includes English and
Continental artists of repute and it is a principle of the Art Studios that the relationship
of teacher and student shall be that of master and apprentice. The Studio does not
interfere with the personal vision of its apprentices but seeks to give them a working
knowledge of practice and basic principles as these have existed in all art from ancient
to modern masters. Students are required to take the course as a whole as the school is
run upon the basis of the interrelation of the Arts, but in certain cases specialization in
any of the subjects can be arranged. 95 (Appendix 8)
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The formation of the Studios of Art and Design was the culmination of a period of eight
years' experimentation in art education and was the result of a long process of collaboration
between artists living on the estate. Upon his first visit to Dartington in July 1933, Gropius
had remarked on similarities between the venture at Dartington and the early Bauhaus,
stating,
'Many details and the kind of human relationship between the members of your staff
remembered to me the first times of the 'Bauhaus' in Weimar. Likewise the junction of
all parts and details and their bringing them into relation to the whole life was my
principal aim too. So I know also of the enormous difficulties which oppose the
realization of such intentions and can estimate the energy and endurance which you
have to bring up to get through.'96
Gropius commented particularly that it was the relationship between the staff and the
bringing together of all parts that reminded him of the beginnings of the Bauhaus. The
Bauhaus was formed in Weimar in March 1919 and Gropius was offered the position of
director of the newly merged Academy of Art and the School of Arts and Crafts, which was
renamed the Staaliches Bauhaus as it was funded by the Social Democratic provisional
government. For Gropius, the Bauhaus was to be an establishment where the artistic leaders
of the new generation would be reared who had the task of helping to effect not only changes
in artistic education, but in the transformation of society through the unification of the arts.
The programme of the Staatliche Bauhaus in Weimar was published in April 1919 and stated,
The old schools of art were unable to produce this unity; how could they, since art
cannot be taught. They must be merged once more with the workshop. The mere
drawing and painting world of the pattern designer and the applied artist must become
again a world that builds again. When young people who take ajoy in artistic creation
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once more begin their life's work by learning a trade, then the unproductive 'artist' will
no longer be condemned to deficient artistry, for their skill will now be preserved for
the crafts, in which they will be able to achieve excellence.97
Gropius embraced a vision of society where architecture would be the highest expression of
the unification of the arts and where artists would no longer be separated from society but, as
craftsmen, form an integral part of the process of creating a new world. Heckroth stated that
the purpose of his life drawing class was 'to give people whose job it is to work with their
hands an opportunity of working in one group with artists and designers. In this way we
hoped that the craftsman might discover more about his material and its forms and become a
designer on his own account.' 98 Thus it can be seen that whilst at the Bauhaus the aspirations
were to give artists a thorough training in the crafts, at Dartington the concerns were to bring
art into the realm of everyday life. At Dartington, the estate classes sought to break down the
barriers that separated the artist from society by eroding the divisions between amateur and
professional art. Heckroth stated that, 'in many ways the true artist and the amateur are
identical. Creative genius always flourishes in an amateur atmosphere and amateurs are
refreshed and encouraged by contact with the intense activity of the professional.' Heckroth
also called for a revision of art education, offering the example of his life class as an example
of the new creative endeavour in which art becomes not a duty nor an education but 'an
expression of life in which everyone can join in.'99
It is useful to compare the statement of the Dartington Art Studios, with its focus on the
relationship between teacher and student, with the Bauhaus programme. The Art Studio
programme stated,
It is a principle of the Art Studios that the relationship of teacher and student shall be
that of master and apprentice. The Studio does not interfere with the personal vision of
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its apprentices but seeks to give them a working knowledge of practice and basic
principles as these have existed in all art from ancient to modern masters.'°°
The Statutes of the Staatliche Bauhaus in Weimar, dated January 1921, declared in its
teaching regulations that, 'The Bauhaus endeavours to educate artistically gifted men and
women to become creatively designing craftsmen, sculptors, painters or architects. Thorough
training of all students in the crafts provides the unifying foundation. Members of the
Bauhaus are masters, junior masters, journeymen and apprentices.' The emphasis on a
thorough training in the crafts and the establishment of a guild hierarchy may be seen in the
1921 Bauhaus cuculum.'°' It is not known who made the decision at Dartington to
redefine the relationship between staff and students of the Art Studios, or even where the
term 'Art Studios' originated. What is important, however, is to establish that the principles
of education expounded in the prospectus were arrived at through a period of collaboration
the result of which witnessed an attempt at Dartington to erode the barriers separating the
artist from provincial life and to bring contemporary art and design to public awareness. As
Cecil Collins wrote to a prospective student of the Art Studio in December 1941,
There is a school of modern painting here where the main branches of art are
taught.. .These are taught with new methods based on developing the personal line of
direction of each student. We attach great importance in restoring to students the
creative pleasures of making things. Who are thus able to enjoy works of art not by
learning theoretically from books but by having experienced what it is like to have
created a picture. These methods are the result of considerable research into the
teaching of art, and they enable a student to start either as a complete beginner without
any previous experience whatsoever or they can develop students who are already
advanced, or in some degree trained.
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Slutsky had come to Dartington in 1935 and taught metalwork at the school. He remained a
member of staff until at least April 1937. As an émigré artist, Slutsky had previously been
affiliated with the Metal Workshop at the Weimar Bauhaus, operating a private workshop for
precious metals. The design of ornamental metalwork was associated with the Bauhaus
programme only in its early phase until 1923 when Lásló Moholy-Nagy took over from
Johannes Itten and it was from that point onwards that Slutsky's workshop conducted this
aspect of design as a speciality. The metal workshop continued after the move to Dessau in
1925 until 1928. His workshop at the school was highly innovative and obviously impressed
Hepworth, so it is likely that Slutsky continued the Bauhaus apprenticeship method of
instruction at the school.'°2
Whilst Heckroth himself did not attend the Bauhaus, he was a friend of Oscar Schlemmer,
who was a master at the Bauhaus between 1920 and 1928. Schlemmer developed the
'Triadic Ballet' at the Dessau Bauhaus using three dancers within a three-part arrangement
that fused the elements of dance, costumes and music within a symphonic, architectonic
composition. Outlining the development of the Bauhaus stage up to the beginning of the
Dessau period in 1925, Schiemmer wrote,
The endeavours of the Bauhaus to integrate art and artistic ideals with craftsmanship
and technology by way of investigating the elements of design, and the attempts to
direct all activities together toward architecture, naturally exert an influence on the
work of the stage. For the stage is after all architectonic: it is ordered and planned, and
it provides a setting for form and colour in their liveliest and most versatile form. The
stage was there on the very first day the Bauhaus opened, because enjoyment in
designing was there on that first day. This enjoyment was first expressed in the
celebrations (the lantern party and the kite-flying party), in the invention of masks, the
making of costumes and the decorations of rooms. And it was expressed in dancing,
dancing,	 103
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It is evident from the prospectus of the Dartington Studios of Art and Design that the course
included a theatre section run by Heckroth, offering instruction in Stage Technique, Stage
Design, Costume Design, Projection, Theatrical Plastic Masks, Papier Mache along with
classes in History of Art and History of Costume.'° 4 The distinguishing feature of the course
was that students were required to take classes in all four elements for the duration of the
three-year course. Cecil Collins was appointed master of painting, Willi Soukop was master
of Sculpture and Bernard Leach was master of the Pottery course.'° 5 It is possible, then, to
determine that the Art Studios offered students a unique synthesis of the visual arts, of which
theatre design was an integral part, and that parallels may be drawn between the programme
at Dartington and the aspirations of the early Bauhaus. It must be emphasized, however, that
it was not until the Bauhaus moved to Dessau in 1925 that theatre became a part of the formal
programme. At Dartington, dance had been an integral part of the educational programme
right from the start, as the contribution made by artists to the design of costumes and masks
for the performances of the Dance-Mime group has demonstrated.
	 -
In English Art and Modernism, Harrison stated,
An important feature of continental modernism during the twenties had been the
propagandizing of unification of all the arts, under a universal aesthetic rationality, as
the pursuit of a social ideal. There was a manifest contrast here with the reduced
aspirations of contemporary English art. There had been no Weimar Republic in
England, and no English equivalent of the German Bauhaus where artists and designers
might be brought together to work towards some putative social, if utopian end.106
Whilst it is of course true, in answer to Harrison's observation, that there was no equivalent
of the Weimar Republic to foster an English Bauhaus, I do believe that in focusing on the
dominant trends in the history of English modernism, Harrison's account has neglected to
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consider the significance of such alternative models as the enterprise at Dartington Hall
which offered a unique synthesis of patronage in the traditional sense, through the Elmhirsts'
support of modern British art, and an innovative attempt at encouraging and promoting art
appreciation through education for all. It is this belief in a community where young and old
alike could be afforded the opportunity to share in the creation of an abundant life, of which
the arts were an integral part, which sets the developments at Dartington apart from any other
endeavour to bring modern art to the public during the inter-war period in England. The
affinities linking Dartington to the Bauhaus are significant, yet they raise as many issues as
they solve and it is an area that deserves more discussion than this thesis allows. What
appears to be the case is that whilst at the Bauhaus, architecture was held to be the apotheosis
of the arts, a conviction upheld by a succession of directors, at Dartington, the presiding
artistic philosophy rested with Dorothy. More than any other issue pertaining to the
development of the arts at Dartington, Dorothy's personal belief in the importance of the arts
in the formation of an ideal society provided the guiding principle throughout the inter-war
period.
The visual arts at Dartington focused on individual creative expression, regardless of formal
training, and was thus more accommodating of varied levels of artistic ability than the
Bauhaus, which promoted a professional approach to creative experimentation. Neither was
there any pressing financial imperative to act as a spur to art production, as Dorothy provided
the means by which the arts flourished on the estate. Tobey, Heckroth, Soukop and Collins
developed their ideas concerning art teaching in an environment free from economic
pressures, and the emphasis on free expression reflected the emphasis at the school on respect
for the individual and personal freedom. In contrast to many of the artist groupings that
surfaced in Britain during the thirties, the developments at Dartington covered by this chapter
differed because the issue of finance was largely irrelevant and so artists were not drawn
together in order to form exhibiting outlets. Neither were the individuals who came to
Dartington necessarily united by a common purpose, as perhaps can be said of members of
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the avant-garde based in London, who, it may be argued, were united by a desire to provide a
response to continental modernism which would position contemporary English art within an
international context. On the whole, the artists who came to Dartington and were invited to
stay tended to be individuals who could not perhaps be made to fit the mould of such artists
as were living in Hampstead during the same period. They were united perhaps more by a
shared utopian idealism, and at best that was rather ill defined. But they were in dialogue
with one another, and it is this interrelation between the artists themselves and their patrons,
all in such close proximity to one another, that provides such a rich opportunity to trace the
development of artists in search of their function in a new society, where education and the
arts flourished.
This chapter has set out to document the administration of the visual arts on the Dartington
Hall estate in the thirties and the ways in which the ideas generated by a group of artists
working in close proximity to one another during this time resulted in the development of an
approach to art education that drew on the direct experiences of teaching practice. As the
decade progressed, a unique collaboration occurred through which an experimental Art
Studio was formed which reflected a new approach to art education based on a system of
apprenticeship and which was designed to provide an alternative to traditional art training.
As has also been shown, the provision of art classes for all members of the community at
Dartington was in line with plans put forward by the British Institute of Adult Education and
thus reinforces Dartington's position as a progressive organization dedicated to the provision
and development of art education in inter-war Britain. As the next chapter will show, the
development of the Dartington Hall Art Studios coincided with plans to create an exhibition
centre at Dartington for the display of modern art. Thus the promotion of the visual arts at
Dartington in the thirties was concerned specifically with art education in the form of taught
classes and exhibitions of contemporary art.
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Dorothy's significance to this undertaking lies not merely in her patronage of artists at
Dartington nor does it extend simply to providing the means by which the experiments in art
education could be generated. Dorothy was a vital part of the whole venture and her vision of
a new society unified by communal participation in the arts inspired an educational
experiment that resulted in the development of a new system of art education. Although the
impact of the war prevented the newly formed Dartington Hall Art Studios from achieving
lasting success, the experiment itself may be seen as evidence that significant models of
education were being developed in Britain at a time when public subsidy of the arts had yet to
be instituted. That it was made possible as a direct result of private patronage establishes
Dorothy as one of the foremost promoters of progressive education in England, and the
revision of methods of art education explored in the course of this chapter demonstrates that
Dartington may be regarded as contributing significantly to the promotion of the visual arts in
Britain in the inter-war period.
166
Chapter Five.
Art exhibitions on the estate and plans for the development of an exhibition centre at
Dartington.
The previous chapter concluded at the point when the artists on the estate received sufficient
funding from the arts administration to form the Dartington Hall Art Studios. The Art
Studios brought into being a project that, whilst realized in 1939, had evolved through a long
process of collaboration and experimentation. It is, however, impossible to consider fully the
significance of the Art Studios or that of the development of plans for an exhibition centre at
Dartington without first tracing the rationale behind them because the impact of the war
forced the Arts Department to abandon both projects and reconsider how best to function
under wartime conditions. Heckroth's plans for the creation of an exhibition centre at
Dartington were put on hold following his internment in June 1940 and the fledgling Art
Studios also foundered as a direct result of wartime conditions. It is the purpose of this
chapter, then, to outline developments in the exhibition of art on the estate up until this point
in an attempt to shed light on the promotion and reception of modem art at Dartington in the
thirties and to establish that in the immediate pre-war period the arts department was set to
establish itself as an arts centre for the purposes of bringing modern art to public awareness
as part of a major expansion of its educational policy.
The idea of creating an exhibition centre at Dartington was first suggested by Heckroth in
1935. H. S. Ede wrote to Dorothy following a conversation with Heckroth and his wife Ada
through which he had formed the impression that the Elmhirsts were considering creating a
public gallery at Dartington.' Ede proceeded to outline a plan which, had it been put into
action, would have been unprecedented at that time in Britain, as it would have established
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via wholly private patronage a means of promoting continual public access to the visual arts
through a permanent exhibition centre. Ede wrote,
Dear Mrs Elmhirst
The Heckroths came in and spoke of your thinking of starting a public gallery at
Dartington. It seems to me a most vital idea and I wondered apart from having some
kind of permanent exhibition of contemporary painting you had considered the
possibility of having special exhibitions of outstanding quality and idea that people
would just have to come and see them... If one got going there is no reason why
Dartington shouldn't become the focus of art interest.. .The only place in London which
could have done this is the Tate but a) they aren't interested enough and b) they haven't
the necessary money if they were. The very best available art is soon exhausted - but
on one or two exhibitions per year it would establish a great reputation and side by side
with it you should have selected 'at home' shows, say a Kit Wood, a Ben Nicholson, a
David Jones, Pavement artists and so on.2
As we have seen in Chapter Three, Ede had initially come to know the Elmhirsts through
their shared enthusiasm for Christopher Wood's paintings. 3 The Elmhirsts knew Ede on a
personal as well as professional basis, so when Dorothy referred his proposal to Martin, she
signalled a revision of her relationship to the development of the visual arts at Dartington.
From the point at which Christopher Martin became director of the Arts Department, the
Elmhirsts themselves relinquished a great deal of control and this change was reflected in
their relationships with artists and promoters of modem art. Dorothy replied to Ede,
I haven't forgotten the interesting proposal you made about a picture exhibition here -
in fact Leonard has been canying your letter about with him and now, I believe, it is in
the hands of Christopher Martin, the administrator of the Arts Department. We are all
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immensely interested in the idea; but, I'm afraid the difficulty is going to be on the side
of costs. However, let us talk this over when we next meet.4
It is important to remember that during this period the art section of the Arts Department was
but one small facet of an extraordinarily complex project that encompassed an enormous
sphere of activity throughout the arts. The majority of the Art Department's budget went
towards maintaining the professional ballet troupe and the ballet and theatre schools and the
contribution to the department made by resident artists, whilst important, was relatively
small, nevertheless.
Dartington was not alone in this, as throughout England as a whole it was only in the mid
thirties that individuals who were involved in the promotion of the fine arts in a professional
capacity began to see the merits of a democratisation of culture through the dissemination of
visual art to a wider audience. In 1932, Herbert Read drew attention to the particular
difficulties facing the selection and display of art in areas outside London in two articles
published in The Listener concerning, 'The Problem of the Provincial Picture Gallery.' In
the first article, Read argued that it was the lack of art specialists which had led to a situation
where 'without exception these picture galleries are dreary records of the bad taste, even the
depraved taste, of three generation of provincial amateurs.' He asserted, 'in most cases, it is
fairly safe to say, the gallery is administered by the librarian or the curator of the scientific
and historical collections acting under a committee of the town council. The cases where the
collection of paintings and sculpture is administered by an official specifically appointed for
his knowledge of the fine arts could certainly be numbered on one's fingers...'5
In his second article, Read offered a simple remedy to the situation, 'the appointment of a
trained and qualified director for any art gallery of any size, and the appointment of
consultative or area directors when small galleries are involved which would not justif' a
full-time appointment.' 6 Noting that the Courtauld Institute was due to open in October
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1932, providing instruction in the history of art and courses for specialists in museum and
gallery work, Read ended his article with a plea that 'is it too much to hope that provincial
authorities will awake to their responsibilities in this matter, realise the absurdity of the
present position, and seek the only solution, ready to hand in the graduates of the new
Institute?'
Read equated the lack of specialized staff with a corresponding lack of taste, where
purchasing decisions were made to satisfy 'the sentimental Kitsch...that the public of any
generation.. .will inevitable prefer if left to itselr and which, Read pointed out, generally
resulted in the majority of provincial galleries opting to solve their purchase problems by
buying popular pictures at the annual exhibition of the Royal Academy. Whilst recognizing
that in comparison with 'any other large and civilized country', expenditure on pictures was
'ludicrously small', Read stated that it was not his aim to see the amount increased but that,
'My purpose is rather to question the general policy of administration.' 7 Read was arguing
the case for the appointment of specialized arts administrators in the provinces in order to -
bring into effect a corresponding rise in the standard of taste in the selection of art exhibited
to the public.
This concern with the issue of public taste was reflected in a series of articles also published
in The Listener in 1933 on the subject 'Can Taste Be Taught?', and was keenly followed by
Adrian Kent, art master at Dartington Hall School. Kent combined forces with Bernard
Leach to engage members of the estate in the ongoing debate published between January and
February 1933. Further discussions took place at Dartington in March. Kent was
particularly anxious to alert Dorothy to the new developments, writing to her on the 12th
February 1933, 'Every time I see you I forget to tell you about the Listener campaign. Did
you see Friday's News of the Day?' The purpose of the series was to enable members of the
public to participate in a questionnaire regarding what constituted 'good taste'. Under the
title, 'An Experiment in Artistic Taste', members of the public were invited to compare nine
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pairs of photographs of such items as armchairs, coffee pots, wine glasses and embroideries
and to select which of the two they preferred. A panel of eminent art critics gave their
verdicts and readers were informed that they would be able 'to compare their own standards
of preference with that of some of the best judges in the country.' 8 Over 4,000 replies to the
questionnaire were received, and the results were processed according to whether each
respondent selected the 'choice of the six critics', deemed to be the 'correct choice'. Of the
replies received, 70 per cent of men and 74 per cent of women were in agreement with the
critics, and the answers were seen to 'cover almost every section of society - from fish-
hawkers to professors of fine art and well-known collectors.' So whilst it may be tempting
to perceive the estate classes as isolated instances of small endeavours in creativity, in fact
the classes were much wider in scope and dealt with a range of issues of national concern.
Read was, by the early thirties, without doubt the leading exponent of modernism in Britain.
In 1931 his book The Meaning of Art was published followed, in 1933, by Art Now, which
provided 'an introduction to the theory of modern painting and sculpture.' At this time, Read
also became involved in the formation of 'Unit One', and edited the book that accompanied
the group's only exhibition in 1934. The 'Unit One' show constituted one of the most
significant exhibitions of modern art in England, touring the country in a bid to bring
contemporary art to a far wider audience than would have been possible had the group
exhibited only in London. The show had opened at the Mayor Gallery but its subsequent
British tour lasted from May 1934 to April 1935 and included Liverpool, Manchester,
Hanley, Derby, Swansea and Belfast.
A new format catalogue was designed which was intended to appeal directly to the middle
classes and so bring modern art into contact with a wider audience. This endeavour may be
seen by the letter written by Paul Nash the previous June in which he announced the
formation of the new group. Rather than publish the announcement in a specialist art journal,
the letter was written to The Times, again in attempt to reach a wider audience. 9 The group,
Nash asserted, was 'composed, mainly, of artists of established reputations who are not very
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concerned as to how other English artists paint or make sculpture or build' but who, whilst
retaining their individuality, demonstrated a shared belief. Nash postulated that 'there is still
a quality of mind which unites the work of these artists, a relevance apparent enough to any
intelligent perception'. The shared consensus, he continued, was that 'Unit One maybe said
to stand for the expression of a truly contemporary spirit. For that thing which is recognized
as peculiarly of to-day in painting, sculpture and architecture', yet admitted that 'the forms of
this expression are not likely to strike the public as new'. Nash defined the weakness of
English art as 'the lack of structural purpose' and warned that English art was in danger of
retrenchment through a revival of the 'Nature cult' in the form of either Impressionism or
Pre-Raphaelitism. In contrast to these 'favorite forms of expression', Nash drew attention to
'a few artists anxious to go forward from the point they have reached instead of turning with
the tide', those artists who were isolated from the majority of their contemporaries. Their
concerns, Nash asserted, were the immediate and engrossing exploration of
'Design.. .considered as a structural pursuit: imagination, explored apart from literature or
metaphysics' and the formation of 'Unit One' served as' a hard defence: a compact wall -
against the tide, behind which development can proceed and experiment continue." 0
 Thus it
can be said that for the artists of which 'Unit One' was composed, the grouping together in
pursuit of a common goal - however ill-defined that goal may be - provided a both sense of
direction and common purpose and, importantly, a defence against the tide of mainstream
contemporary art.
Nash expanded on his initial notice to The Times the following month in an article published
in The Listener in which he stated, 'Unit One', as originally conceived, was to be a small
group of painters and sculptors, each of whom was making an individual contribution to
contemporary art and yet all of whom shared together certain qualities which seemed to unite
them.'" The bringing together in 1931 of several artists' work at the exhibition 'Recent
Tendencies in British Painting' held at Arthur Tooth's Galleries was, according to Nash, a
decisive turning point in the development of contemporary art as it became clear that,
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'however diverse in their ways and means, the majority of these artists were somehow allied
in purpose.' Summarizing the artistic revolutions in continental art of the previous twenty-
five years, when Paris was the central focus and England an 'astonished and inspired'
bystander, Nash noted a very definite change within the previous five years in which 'the
adventure, the research, the pursuit in modern life' defined the meaning of 'the contemporary
spirit' which Nash claimed was the driving impulse of modem art.' 2 Whilst Nash had
restricted himself in his letter to The Times to a vague and ill-defined notion of what the
newly formed group stood for and was interested in, offering as examples 'Design, for
instance, considered as a structural pursuit: imagination, explored apart from literature or
metaphysics', in the following article for The Listener Nash clearly defined the concerns of
artists seeking to express the 'contemporary spirit' as being two-fold, stating,
First, the pursuit of form: the expression of the structural purpose in search of beauty in
formal interaction and relations apart from representation. This is typified by abstract
art. Second, the pursuit of the soul, the attempt to trace the 'psyche' in its devious
flight, a psychological research on the part of the artist parallel to the experiments of
the great analysts. This is represented by the movement known as Surrealisme.'3
Nash summarized his argument in favour of an endless exploration of 'these two most
powerful expressions of the modem spirit' with the assertion that 'they give to English artists
the essential opportunities for expanding the strength of a national art.' Nash concluded,
'The one offers the all-important exercise of the structural purpose so deplorably neglected in
our history, the other the release of our imaginative powers so often discouraged or
perverted." 4 The bringing together of members of the English avant garde in the formation
of 'Unit One' may thus be seen as a bid to establish a sense of cohesion, not only in terms of
securing a market for the sale of art but also in an attempt to assert a theoretical base from
which artists developed their individual practice.
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As one of the organisers of the show, Read had already shown himself to be concerned with
the quality and range of paintings on display in provincial galleries, as this chapter has
demonstrated. Within three years of his articles in The Listener being published the situation
was, as he had anticipated, beginning to improve. The 'Unit One' show demonstrated that by
1935, modern art was beginning to reach a wider audience, and it is with this in mind that
developments at Dartington will, in this chapter, be assessed.
Responding to calls for the provision of exhibitions of art for provincial audiences, the British
Institute of Adult Education began, in February 1935, its 'Art for the People' experimental
run of exhibitions in three rural locations. These were Barnsley, in Yorkshire, Swindon in
Wiltshire and a village in Essex. The exhibitions were free to the public, and free catalogues
were also available. School children as well as adults were welcome to attend. This
development was noted on the 13th February in The Listener, which stated in the editorial
section,
The British Institute of Adult Education.. .has for some time been considering ways and
means of extending popular interest in art and encouraging the art institutions and
galleries of the country to develop a policy of extramural activity. Although nearly all
of our larger towns possess important collections of pictures, and from time to time
accommodate temporary art exhibitions of great interest, in our smaller towns and
throughout the countryside the great majority of people have little or no opportunity of
ever seeing, and therefore appreciating, good pictures either by old masters or by
modern artists. It is impossible to improve the general standard of public taste in art so
long as familiarity with the best artistic works is confined to a minority of the
population. To meet this need the British Institute of Adult Education has planned the
experiment of holding a series of exhibitions of loan collections of pictures in centres,
urban and rural, where nothing of the kind has ever before been attempted.15
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The experiment was a huge success. The exhibitions were well attended by people from all
walks of life, and schools travelled considerable distances to visit the exhibitions. The
exhibition at Barnsley was entirely made up of the collection of Sir Michael Sadler, the well-
known collector of contemporaxy art who was also friends with the Elmhirsts. Whilst not on
display to the general public, the Elmhirsts' collection in the Private House would have been
accessible to many of the estate workers and students. One of the reasons behind the
Elmhirsts' choice of particular art works was the educative potential of an established
collection of contemporary art, and it has been suggested by Dorothy's son, Michael Straight,
that this was why the Picasso 'Tête' was acquired. In the second chapter it has been noted
that the Elmhirsts wanted to form a representative collection of the works of Christopher
Wood also for educative purposes and it must also be borne in mind that many of the
Elmhirsts' paintings were loaned out to public exhibitions, again part of the Elmhirsts' desire
to see their collection put to public use. Taken together with the estate classes, the Sunday
evening meetings and the eroding of certain formalities in the private house it is possible to
trace through the Dartington enterprise the development and fulfilment of the objective of the
Report into Adult Education in 1933 which foresaw that 'the barriers between formal
education and the cultural life of the community' would be removed. 16
Whilst at this early stage in Dartington's history there was no organized attempt to hold an
exhibition on a comparable scale to the BIAE trial, it is, I would argue, adequate to note that
through making their collection available to the wider community in addition to their
provision of estate classes, the Elmhirsts were actively promoting the visual arts on the estate
in a bid to raise standards of taste among the wider public through exposure to contemporary
art. By 1939, however, the Arts Department had expanded the visual arts section to such an
extent that for a brief period the creative talents and shared vision of a handful of artists
provided a unique environment for the fine arts to flourish, not only through classes in
painting, sculpture, and drawing but lessons in theatre design, life classes and pottery. In
addition to this, exhibitions of modern art were to become, under Heckroth's initiative, an
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integral part of community life. In this way, the estate activities at Dartington formed the
basis of an experimental arts centre.
It is not known whether H. S. Ede mentioned Heckroth's proposal to create an arts centre at
Dartington to his friend Ben Nicholson as it is also possible that Nicholson heard about the
proposal through his own contact with the Elmhirsts. 'What is clear, however, is that within a
matter of months of Ede 's suggestion to the Elmhirsts, mentioned at the beginning of this
chapter, Nicholson took the opportunity to write to Dorothy suggesting they hold the touring
'Abstract and Concrete' exhibition at Dartington. 'Abstract and Concrete' was an
international exhibition of recent abstract painting organized by Nicolette Gray in co-
operation with the journal, Axis which had produced its first issue in January 1935. The fifth
issue of the journal was published to accompany the exhibition which was shown in Oxford,
Liverpool, London, and Cambridge between February and June 1936. Charles Harrison
stated,
That such a collection of recent European work could be assembled in England in
1936, and that English artists could now include their own work on equal terms,
testifies to the nature of the connection established with the continental avant-garde.
That no London location for the show could be confirmed until the last moment serves,
on the other hand, to demonstrate the limits of this cosmopolitanism. 17
Harrison noted that the fifth issue of Axis, published in spring 1936, carried a note to the
effect that 'The exhibition will probably be held in London in April." 8 In the event it was
shown at the Lefevre Gallery, and the last minute nature of the organization of the exhibition
venues is also reflected in Nicholson's correspondence with the Elmhirsts which also took
place at a late stage in the planning of the exhibition's tour. Dorothy replied to Nicholson on
7th February,
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Dear Mr Nicholson,
Thank you for your letter and the suggestion of the Exhibition of abstract paintings
coming to Dartington. The plan appeals to me very much, but I shall have to discuss it
with a committee here and with the head of our Arts Department.. .In any case we will
write to Mrs. Gray as you suggest.'9
In the event, nothing came of Nicholson's suggestion but the episode affords the opportunity
to reflect upon the causal factors behind this 'lost opportunity', which David Jeremiah noted
was one of many in Dartington's history in relation to the visual arts. 2° Regarding Ede's
proposal for a picture gallery, Jeremiah stated that the recently established arts department
under Christopher Martin 'had not had time to sort out its organization and priorities, and this
was one proposal too many for it to handle' and maintained that the relative lack of
administrative organization within the fledgling arts department was also behind the failure to
secure the 'Abstract and Concrete' exhibition. However, Dorothy's reply to Nicholson
indicates that whilst she found the proposal appealing, she was obliged 'to discuss it with a
committee here and with the head of our Arts Department', a procedure which would take
time to put into effect and which demonstrates that even at this early stage in the history of
the Arts Department, decisions were taken collectively. No letter survives to provide any
evidence that Dorothy wrote to Nicolette Gray as Nicholson suggested, and so what we are
left with is a rather baffling tangle of possible reasons why the project went no further. It is
possible that the Arts Department at Dartington had too many other commitments and did not
want to add to them, that perhaps there was too little time to organize a show or not enough
money in the budget to go ahead with Nicholson's suggestion. It may also be the case that
Dorothy and Leonard were rather conservative in their tastes and so did not feel inclined to
hold the exhibition at Dartington.
It is possible from these considerations to draw the conclusion that despite the Elmhirsts'
interest in promoting contemporary art on the estate, plans to establish Dartington as a rural
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arts centre were slow to come to fruition and certain crucial opportunities to position
Dartington at the forefront of developments in British modernism were lost. However,
whichever way one looks at it (and the possibilities are endless) it is crucial to draw certain
distinctions which fundamentally affect the position Dartington occupies in relation to
developments in British modernist art in the late thirties. If one were to speculate, for
example, that the episode involving the 'Abstract and Concrete' exhibition constituted
Dartington's failure to respond adequately to a unique opportunity to position itself squarely
at the forefront of an international forum , then the ramifications of such a failure would have
been due to either circumstantial impracticalities or aesthetic incompatibilities within the
Dartington project in relation to the new internationalism. Conversely, the same
circumstances could lead one to infer that it was precisely this sense of isolation that afforded
a spirit of independence to the development of the visual arts at Dartington and that the
ultimate decisions rested with those associated with Dartington itself and not members of the
Hampstead avant-garde, no matter how interesting their proposals. The important point to
make here is that whatever the reason behind this particular cul-de-sac, it highlights the fact
that by virtue of a marked non-committance to the mores of the artistic elite Dartington
refused to embrace wholeheartedly the aspirations of this particular aspect of British
modernist endeavour. I say this particular aspect lest we forget that Nicholson, Hepworth and
Moore and, dare I say, the entire artistic avant-garde, were but one facet of developments in
the field of the visual arts in Britain at this time. The Elmhirsts were interested in their work,
of that there is no doubt, and sought to support them in appropriate ways and yet - and this is
the crucial point - they sought and maintained a distance which signified a determination to
develop organically from within.
By February 1937, then, the Arts Department consisted primarily of the Jooss Ballet
company, the Chekhov Theatre School and the Jooss-Leeder school of dance. Martin noted
briefly in his administrative report that 'there are also some resident artists.' 2 ' That year saw
two exhibitions at Dartington, by Cecil Collins (figs. 110, 111 & 112) and Mark Tobey
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(fig.113). Prior to this time, Martin had not made any concerted effort to hold regular
exhibitions on the estate, relying on art classes and to a lesser degree the Elmhirsts' private
collection to provide adequate stimulus for the estate residents and it is tempting to speculate
that it may have been Heckroth's influence that prompted this new development. Collins
was, at this time, living in nearby Totnes and Tobey was just about to return to Seattle. Both
exhibitions were one man shows and may, therefore, be seen as an exercise by both artists to
bring the community at Dartington into contact with their own work in an attempt to foster a
spirit of understanding, although the extent to which they were successful is open to question.
Collins had had only one previous one-man exhibition in 1935 at the Bloomsbury Gallery in
London, which was very successful, and in the introduction to the catalogue, wrote, 'My
works are visual music of the kingdoms of the imagination. There is in all human beings a
secret, personal life - untouched, protected, won from communal life. It is this sensitive life
which my art is created to feed and sustain: this real life deep in every person. Thus my art is
truly functional.' 22
 William Anderson summarized the essay as follows,
The foreword is written in the manner of the political and artistic manifestoes of the
time but its message is very different. He denounces the 'contemporary sterile
geometric art with its tyrannical cultural snobbery'. He calls for a revaluation of
geometric art that would expose it as the new academic art with its popular function
being that of industrial design. 'The art of the future will be to feed the interior life of
individuals and will not be dominated by any theory: political, philosophical or
religious. 23
Prior to his exhibition at Dartington, Collins had contributed to the International Surrealist
Exhibition in London in June 1936, and yet, through his resolute exploration of the spiritual
element in his art , may be only partially identified as a surrealist painter. As Julian
Trevelyan said of him, 'Collins, whom I knew well, had far too much of a personal religious
179
mysticism to make a good surrealist. He has always been a cat that walks by himself',
prophetic, poetic, visionary.'24
The review, printed in the News of the Day regarding Collins' exhibition, entitled 'Obstacles
and Art', highlights the relative isolation of Collins' and his work within the wider
community at Dartington as the anonymous author was somewhat sceptical of the value to
the community of Collins' 'intensely personal' art, stating,
The grass and the sun and no obstacles - surely this is the realm of Art. Which reminds
me of Cecil Collins's Exhibition.... Is this the art we are relying on? The technique is
good, and so is the colour, but, horrible thought...aren't these pictures just a lot more
obstacles? It is so private and so intensely personal. Why should we be here watching,
and sharing in, someone else's private battle with himself and his dreams? Should not
art make things easier and pleasanter and not more difficult and more terrifying? But
before, dear friend, you run back into the sun come and look at number 18. Isn't that
what we want?25
Although the exhibition was defended by Bernard Leach, Collins was moved to launch his
own defence, which drew directly from the foreword written for his previous exhibition in
1935.26 Collins wrote,
May I try and answer the review of my exhibition? Does the phrase "should not art
make things easier and pleasanter and not more difficult and more terrifying?' sum up
Dartington' culture? I don't think so. I think the time has come when people of the
world, artists and poets in particular, should turn a sceptical eye upon the stereotyped
actualities of the second-rate scientist and the politician. My works are visual music of
the kingdoms of the imagination. There is, in all human beings, a secret personal life.
It is this sensitive life which my art is created to feed and sustain - this real life deep in
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every person. Thus my art is truly functional. Now as to private and personal dreams
etc., all art that is worthwhile springs from personal experience, because personal
experience is the only thing we honestly know. So much work in art and science today
is done from text-books, so that it is empty and second-rate. The only way we can
experience truth is through our own personal identity, and one of the mysteries of this
life is human personality, the thing that makes one being different from another. The
private dreams of Blake and Beethoven etc., have, after many years, been gradually
assimilated into the consciousness of Man. When this process is right on top of us, as
is the case with the art of our time, it is difficult to grasp it. Reality has become merely
a matter of habit, thus habits are taken for reality. Art, which is a new flowering of
reality, in growing and creating, destroys this habitual inertia, destroys not by way of
anarchy, but by a process of evolution. But it is just like this, the prophets, saints,
mystics, lovers, poets and artists are the energies which leaven mankind, and with their
visions they extend man's consciousness. Today the old consciousness is dying, and a
new one is being born. Art today is the primitive birth pang of these energies. What
we have got to do Now in this life, is to try and understand one another, for
understanding is a form of love, and not run away in the sunlight on the lawn. We've
done too much of that already.27
Collins' plea for understanding left him fair game for the ridicule of the Dartington
community. A delightful example of this is the letter printed in the following issue of News
of the Day,
Dear Sir
I enjoyed Mr. Collins' letter more than anything for years. I have always felt that my
work is 'the visual music of the kingdom of the imagination' and that 'my art is truly
functional', but I fully realise my attitude is personal, so I reconcile myself to the fact
that most of my best has to be hidden. Yours etc. Plumber.
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The exhibition was not favourably received by the general public, although attempts were
made by the community to engage with his work as the following letter testifies,
Dear Sir,
A great deal has been said about the purely personal side of Mr. Cecil Collins' art.
Even at the risk of offending the artist and his admirers I feel I must say something
about my own personal reactions to his exhibition. My first glance around the room
left me a little bewildered, and, as I examined picture by picture trying to overcome
this, I felt depressed and a vague growing anger against something or somebody.
Afterwards I realised that these were the symptoms of insanity and I have been relieved
to find since that a number of my friends on the estate practically shared my
experiences, and their views were in most instances unsolicited. There is an old
Devonshire saying that proof of the pudding is in the eating. If the pudding is
indigestible the personal experiences and explanations of the cook do not help the
sufferer very much. Yours etc. Harry Walters.28
Despite having enjoyed a successful one man show at the Beaux Arts Gallery in London in
1934, Tobey also ran into difficulties when showing his work at Dartington. His exhibition in
July 1937 failed to impress one critic who wrote in News of the Day,
Having come to certain conclusions as to the function of Art, let us proceed to examine
the works Mr. Tobey offers for our criticism. The points we have to consider are, do
the paintings attempt to clear up our minds, and is the colour and technique in the
manner best suited to this end.. .When one looks at this exhibition as a whole one feels
that Mr. Tobey has not fully realized this truth and we find him giving queer titles to
his paintings, as though he would have us believe in some private superstition of his
own and it is this doubt of the singleness of purpose in painting which pervades the
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whole of his exhibition and gives one the feeling of vagueness, preventing one from
taking away a clear mental vision of any one work. Mr. Tobey has an extraordinary
technical ability based on many different styles and only if he could blend the
complexities of his styles and acknowledge the essentials of painting can there be little
doubt that he would have much to say.29
From these extracts it is possible to infer that both Tobey and Collins achieved much within
the community at Dartington through their work as art teachers. It was in this area more than
via their own private art practice that their contribution to the community at Dartington was
recognized, despite any pleas for tolerance and understanding in relation to their own
painting. The fact that Tobey's dance school mural received no mention in any publication at
Dartington, no public recognition, speaks volumes about the reception of contemporary art by
members of the estate. Yet these two exhibitions differed a great deal from later exhibitions
on the estate and also from the BIAE exhibitions, which had set a precedent for the exhibition
of art in the provinces. Tobey and Collins produced one-man shows, designed for an
informed public and therefore were less readily understood in terms of relevance to
contemporary life. The BIAE exhibitions drew from a range of artists and were designed to
appeal to a broad cross-section of society from all classes and of all ages, hence their success.
The fact that Tobey and Collins held major exhibitions of their work at Dartington
demonstrates the Art Department's commitment to introducing members of the wider
community to contemporary art in an attempt to forge a spirit of understanding between the
artist and society. This was certainly a turning point in the development of ideas concerning
the exhibition of modern art on the estate and one that was concerned with bringing the
public into contact with the artist and his work not so much in an attempt to raise public
appreciation of art, although that was certainly one aspect to the endeavour, but in order that a
spirit of understanding would be reached.
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These two exhibitions at Dartington were thus prompted by educational rather than
commercial considerations, and this may be said of the promotion of contemporary art on the
estate generally. By removing the economic constraints placed upon the artist struggling to
survive on the profits gained from selling work through dealers and exhibitions, Dorothy's
funding of Tobey, Collins, Heckroth and Soukop facilitated the promotion of contemporary
art through exhibitions aimed at encouraging community appreciation of the function of art in
contemporary society and in the exhibitions held by Tobey and Collins this was extended to a
plea to the community for understanding and appreciation of the role of the artist in
contemporary life.
In July 1937, News of the Day reported on a recent Sunday evening talk by Christopher
Martin in which he summarized the function of the Arts Department and its role in the
promotion of the arts, providing for the first time since its inception a clear proposal
regarding its future plans to establish a 'laboratory' for experimentation in the arts and an arts
centre. 3° Martin sought to draw attention to the Elmhirsts' funding which enabled the arts to
flourish on the estate and the report summarized his talk as follows,
The Arts Department came into being only because the Trustees were prepared to
spend money on the Arts. It was the responsibility of the Dept., therefore to make good
use of its endowment. This, he believed, they should do by establishing a "laboratory"
for experimenting in the Arts, by forming a centre which could give help and advice to
others, and by setting a high standard of performance. It was also important that they
should train leaders and teachers. After three years experience they had found that the
high standard must be attained before the other functions of the department could serve.
The department was a group of autonomous departments, united, not by any control
from the top, or the imposition of any common ideal, but by friendly association, a
feeling of confidence throughout and a common budget... .The Arts Department should
be a blue print for similar organisations run by municipalities, commercial firms or
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even the state. 300 years ago art was an integral part of everyday life, it was driven to
the background by religious prejudice and materialism but showed signs of returning.
He reminded the audience that, in England, the artist was generally considered lazy and
was disliked because of the uncomfortable truths he often told, but he hoped that the
time would come when every one would have the opportunities to practice and enjoy
the arts.3'
In his talk, Martin presented the Dartington community with the results of three years'
experimentation in the arts. He identified that above all, the Arts Department sought to
achieve and maintain a high standard of excellence in the arts, which would provide the basis
of a centre that would act as a prototype for future arts administration throughout the country.
This indicates that, as early as 1937, Martin was thinking about ways in which the Arts
Department could exert an influence beyond the confines of the Dartington estate. His vision
encompassed 'municipalities, commercial firms or even the state' and resulted in his proposal
to conduct the Arts Enquiry, a project that drew extensively on Martin's experience as the
director of the Arts Department at Dartington in the co-ordination of four surveys of the arts
in England and which will be discussed in the sixth chapter. Dartington's unique position in
relation to the arts was widely recognized at this time, particularly by visitors to the estate
who were able to see the work going on at first hand. Sir Michael Sadler paid a visit in
December 1937 and commented, as reported in News of the Day, 'Fifty years from now, the
principles you are trying to establish will be recognized in education.' 32 News of the Day also
informed readers of Dartington's contribution to the News Chronicle Schools Exhibition held
in January 1938, in which the sculpture from Blundells' school which was produced by pupils
taught by Willi Soukop had received a favourable response from the art critic of The New
Statesman.33
As has been observed at the beginning of this chapter, Heckroth showed himself to be
interested in the creation of an arts centre at Dartington. By 1939, he had become acquainted
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with members of the British surrealist movement in London and this was to have lasting
impact on subsequent developments concerning the promotion of contemporary art on the
estate.34 Roland Penrose and E.L.T. Mesens visited Dartington late that year, and from the
photograph taken at this time of Penrose and Lee Miller with the Heckroths, they were clearly
good friends (fig. 114). Resulting from their visit, Penrose decided to offer a substantial
portion of his collection of modern art to be housed at Dartington for the duration of the war
and not only did he select the paintings himself, but he provided Martin with a plan for
dividing them into four exhibitions. He wrote,
Dear Martin,
I have been through the list of my pictures and have made a selection of 156 pictures
which can be sent to Dartington whenever you like. I have added a few pictures which
have been deposited with me by E. L. T.Mesens in order to patch up a few weak spots
and I believe that now it will be possible to make four exhibitions which will show very
clearly the development from cubism to the most recent surrealism.. .the exhibitions
will be far more complete and comprehensive if the list remains as it stands... .1 am a
little doubtful about including the ten pictures by English surrealists and my own work.
My collection in this respect is rather incomplete and if they are to be shown I would
be in favour of borrowing paintings from Paul Nash, McWilliam and Ceri Richards
without whom the exhibition would not be sufficiently representative. It would be
quite simple to do this. We could also include the works of Heckroth and Collins. I
will work out a scheme for dividing the pictures into four exhibitions and send it to you
soon. I greatly enjoyed my visit to Dartington and was much impressed by the
admirable surroundings and atmosphere. If you need any help in arranging the pictures
when they arrive it will be a great pleasure to me to come down again and give you a
hand. Please remember me to Mrs. Elmhirst.'
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Penrose visited Dorothy at Dartington on 6th January 1940.36 Mesens was with him, and the
following afternoon Dorothy's diary lists an appointment with Mesens at 2.30 p.m. Three
days later, her diary shows that Dorothy lunched with the analyst and surrealist painter Dr.
Pailthorpe. These encounters indicate that the Elmhirsts were interested in the activities of
the British surrealist movement and were prepared to consider promoting their interests at
Dartington. By January 17th, Leonard had received a proposal from Mesens who was
interested in moving The London Bulletin to Dartington. Leonard wrote to Dorothy to inform
her of the proposal, stating,
Here is a letter from Messens (sic) - will you talk it over with Chris and see whether
you think any positive gesture could be made - more in terms of space than perhaps
anything else - i.e. dance school, if there are no other plans, or rooms in our corridor
end. Perhaps nothing can be done, but I hate to see positive aspects of civilization die
and apparently there is no shortage of Trustee funds yet. But I wonder whether, if
rooms were offered, whether Messens wouldn't hunt up the rest. Anyhow, I've written
to say we'll sit on his letter this weekend.37
In the event, the London Bulletin did not transfer to Dartington, probably because the Dance
School was soon filled with 200 evacuee children and the remainder of the available space
was soon to be taken over by the army. Michael Remy stated that,
Pursuing his project of an arts centre in Dartington, South Devon, he (Mesens) had
talks on future collaboration with the college, including publishing the London Bulletin
from there with the help of Hem Heckroth and the financial support of Mr. and Mrs.
Elmhirst. Eventually only a series of shows were held and some lectures given in
December 1940 by Mesens, who traced the development of fauvism, cubism, dadaism
and surrealism.38
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The London Bulletin had been launched in April 1938 as The London Galleiy Bulletin.
Mesens had taken over the management of The London Gallery in order to exhibit the work
of young surrealist artists on the first floor, and lesser-known painters from fauvists to
abstractionsts on the second floor. Penrose bought Paul Eluard's entire collection in
August 1938 which consisted of over one hundred paintings by de Chirico, Picasso, Ernst,
Klee, Chagall, Tanguy, Man Ray, Miro, Magritte, Arp, Picabia and Dali plus several African
and Oceanic masks and figures. 4° Mesens himself had acquired 50 paintings and drawings
which, taken together with the Rene Graffe collection which Penrose had bought in 1936,
ensured that The London Gallery occupied a central position in the display of modern art.
According to Remy, 'In the two years that preceded the war, no less than eighteen exhibitions
were organized by, or with the participation of, the London Gallery the majority of which
were formed from the substantial collection acquired by Penrose and Mesens. 4 ' It is essential
to stress this point, because Penrose's collection must be seen in the context of its acquisition.
The purpose behind Penrose's purchase of such a significant body of work was to make it
available to a wide audience. Thus at the outbreak of war, Dartington provided the perfect
haven for the collection. The Art Studios had recently formed, under Heckroth's
directorship, and his plans for an exhibition centre proposed four years previously came to
fruition in the form of a series of major exhibitions of modern art.
In February 1940, Martin wrote to Penrose concerning his discussions with the Board of
Education in the establishment of Dartington as centre for the dissemination of contemporary
art throughout South West England. Martin wrote,
My dear Roland,
A new development has occurred here over which I am being bold enough to write and
ask for your help. The Arts Department has been approached by the Board of
Education to know whether it will cooperate with the Board in arranging exhibitions of
modern pictures in selected centres in rural areas. For many years the Arts Department
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has been interested in promoting a study of and interest in the arts among simple
people, and the work we have been doing in this field has at last obtained recognition
from the Government. The request made to us is as to whether we could allow
Dartington to be a centre in which pictures can be stored in the South West and fed out
from here to local art galleries, senior schools, and so forth. We have also been asked
to supply lecturers to accompany the exhibitions. The request I have to make to you
which has come to me through the Board, is as to whether you would allow after the
conclusion of our exhibitions here, certain of your pictures to be used for this
educational purpose.42
Penrose replied,
My dear Christopher,
Your mention of a request for the loan of pictures by the Board of Education interests
me but before committing myself I should like to know more about the proposition. To
begin with it will not I hope interfere with the exhibitions at Dartington which I
consider more important since they form a comprehensive exposition of the
developments of modern painting on the lines of what I consider to be the most
important developments.
As early as February 1940, then, it may be discerned that Martin was already looking at ways
in which the Arts Department could function in war-time. In terms of the next chapter, this
development is crucial in that it may be seen that Martin was using his contacts made as a
direct result of over five years experience of arts administration in order to bring about
changes in the administration of the arts in a wider context which went beyond the confines
of the Dartington estate. Dorothy was also keen to involve herself in the process of making
developments concerning the visual arts at Dartington known to the outside world. In March
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1940, Dorothy wrote to Jim Ede about the new developments taking place at Dartington
despite the impact of the war, stating,
Here at Dartington, I am thankful to say, life continues almost as if there were no war
and we are, at the moment, holding an exhibition of which I am going to enclose a
catalogue. Roland Penrose has lent us all his pictures for the duration of the war and
we are going to show them in a sequence of exhibitions. We have a good many art
students here now working with Hem Heckroth and Cecil Collins, the Dance School is
flourishing and a new quartet with its base at Dartington is touring throughout the
county and bringing very beautiful music to countless people in remote places. So the
arts are still alive and I am thankful we can still provide a home for such activities.
Despite plans for a series of exhibitions at Dartington, only two were in fact held, most
probably due to the increasing pressures imposed by the war in terms of finances, staff and
space to store Penrose's collection. Although Penrose had initially suggested a plan for four
exhibitions, six were planned in total, each to last a period of six weeks. The first exhibition
(figs.1 15 & 116) was concerned with providing an overview of modern art and further
exhibitions would cover movements in modern art with exhibitions entitled, Before Cubism,
Cubism and Chirico, Dadaism, Surrealism and finally Radiation of Surrealism. Heckroth
prepared the way for the series of planned exhibitions with an article printed in News of the
Day entitled, 'Exhibition of Modern Art', in which he wrote,
On Sunday March 10th at 11 a.m. in the Barn Studio the first of a series of exhibitions
of Modern Art will be opened to the public. There will be six exhibitions, in which we
shall give a survey of artistic production during the last forty years. The collection of
pictures to be shown includes work by nearly all the artists of importance in the modern
movement. In the first exhibition we make no attempt at chronological sequence, but
wish to give a sketch of the whole period 1900 - 1940. In this section will be shown
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paintings by Georges Braque, Giorgio de Chirico, Paul Delvaux, Max Ernst, Juan Gris,
Paul Klee, Rene Magritte, Joan Miro, Frances Picabia, Pablo Picasso, Man Ray, Yves
Tanguy and others... Modern art needs no defence. No more than in the case of the art
of any other period is its function to instruct or educate. Its business is to mirror the
thought and emotion of its time. Periods of fundamental change and disturbance such
as ours must produce a new art.43
Rather than produce a lengthy guide to this first exhibition, it was decided to let the public
decide for themselves the merits of each painting. Heckroth wrote, 'in the case of the first
general survey it seems better to leave the public to gain their own impressions unaided.
Picasso says "Everyone wants to understand art. Why not try to understand the song of a
bird? Why does one love the night, flowers, everything round one, without trying to
understand? But in the case of a painting people have to understand!" The exhibition was
a success, and offered an unprecedented opportunity to view at close quarters a
comprehensive range of paintings by some of the world's most influential modern artists.
(Appendix 9).
Immediately prior to the opening of this first exhibition at Dartington, the British Institute of
Adult Education had organized a 'loan exhibition of modern paintings' at Leytonstone
Library, just outside Hackney in London. The exhibition, from February 6th to March 9th
1940, was part of the 'Art for the People' experimental series of displays of modern art that
had begun touring the provinces in 1935 and which had, at the outbreak of war, arranged a
series of exhibitions in London. In the exhibition catalogue, it was stated,
For five years now, that really genial society which hides its light under the bushel of a
title, "The British Institute of Adult Education", has been pursuing, without many
drums or trumpets, its experiment of "Art for the People". The idea was to organize
and exhibit in places that have no art galleries, and in consequence no opportunities of
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seeing original works of Art, collections of paintings roughly representing a
characteristic selection of contemporary picture making.. .the nucleus of the exhibition
consists of generous and extensive loans from well known collectors of contemporary
Art.. .the exhibition has been made deliberately but not aggressively educative. That is
to say it consists of some pictures that the public will easily understand and enjoy,
others that will begin to make it argue and which it may not enjoy at all and again
others that it may come to like better for having argued heatedly about something
else.. .In actual practice the Institute in its "Art for the People" exhibitions has found
that large numbers of the public are quite eager to extend their powers of liking other
sorts of Art.
It has been mentioned earlier in this chapter that the one of the initial BIAE exhibitions in
Barnsley made Sir Michael Sadler's collection accessible to the public. Within the space of
five years, the concern to broaden the range of art available to audiences across the country
had resulted in a series of touring exhibitions the success of which inspired related projects
across England. In 1939, the Artists International Association followed the lead taken by the
BIAE and organized a series of travelling exhibitions. Whilst the purpose behind the
exhibitions was similar in scope to that expressed by the BIAE, the AlA selected the majority
of the works from their recent exhibition at the Whitechapel Art Gallery, 'Art for the People'
rather than from private collections and thus resolved to introduce the public to current work
by British artists. 45 The aim of the Whitechapel exhibition was to establish a popular
audience for contemporary art, and the show succeeded in attracting some 40,000 visitors.
Graham Bell stated in the catalogue,
In the last fifiy years artists, particularly those who paint or do sculpture, have, through
no fault of their own, become isolated from the greater part of society which supports
them. Only a small proportion of the public can afford the price of admission to the
Academy and other big shows. But what is still worse from the artists' point of view is
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that the man in the street seems to have lost the curiosity which might once have made
him want to go in.46
The AlA travelling exhibition went to Southport, York, Bradford, Hanley, Kidderminster and
Carlisle and included abstract and surrealist works. With the outbreak of war, the AlA
organized a show in April 1940 specifically to be shown at the canteen of the Ministries of
Shipping and Economic Affairs. This led to the organization of a factory canteen tour which
began at the Morris works at Cowley in Oxford. In the foreword to this exhibition, Percy
Hornton wrote,
Why bother about painting in wartime? Why hang original pictures in a factory
canteen? These are the questions which the present exhibition may raise in some
minds....Not everyone is fortunate enough to have original paintings on the walls of his
home, and many people are unable to see art exhibitions. The organisations concerned
in the collection and circulation of this show believe that in a democracy art should be
for the people and that when people cannot, for one reason and another, come to art -
art should come to them.47
At the outbreak of war the focus of the BIAE exhibitions shifted from the provinces to the
heart of London, conversely the capital was suddenly divested of its treasures when the
National Gallery transferred its pictures to safety away from immediate risk of bombings.48
Dartington had provided a safe haven for Penrose's collection and was able to maximize the
impact of this coup when it put on its second exhibition of modern art (fig.117), which
opened in the Barn Studio at Dartington on May 12th 1940. The exhibition differed entirely
from the AlA touring exhibition in terms of content as it covered early twentieth century
developments in continental modernism and not contemporary British art. It is discemable
from the catalogue (Appendix 10) that the exhibition conflated two of the proposed shows
into one but also included an additional section on 'Negro Art', which would account for the
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Elmhirsts' additions, credited in the introduction. In April 1933, the Tate had put on view
the first Picasso bought for a public collection in England. It was a small naturalistic flower
piece, although the Contemporary Art Society sought to purchase a more representative work,
entitled 'Profile'. The call for subscriptions to secure the purchase of the painting had
prompted an appeal in News of the Day, but in the event the attempt failed.49 Dorothy had
shown herself to be in touch with contemporary developments in the reception of continental
modernism when, in 1937, she bought the painting by Picasso entitled, 'Tête', (fig.53) thus
adding to the collection a Cubist work of major significance. In May 1936 the Zwemmer
Gallery had mounted a major exhibition of Picasso's work but, despite this, Picasso remained
largely unrepresented in public collections throughout the country. As the third chapter has
shown, Dorothy had already acquired a substantial collection of paintings by members
associated with the Seven and Five Society, which had held its last exhibition in 1935 and
although the Picasso painting may be regarded as something of a departure from Dorothy's
patronage of contemporary British art, its purchase illustrates that Dorothy wanted to
establish at Dartington a collection which, by being accessible to members of the estate,
brought continental modernism to public awareness.
By 1939, Penrose had held a major exhibition of Picasso's work at the London Gallery in
May and June 1939 that had consisted of 52 paintings and drawings mainly from his own
collection. 5° The exhibition was such a success that the closing date had been postponed by
a fortnight, and so the fact that fourteen Picassos were included in the exhibition at
Dartington is hugely significant. In October 1939, The London Gallery had shown eighteen
works by de Chirico, the majority of which were included in the Dartington show adjacent to
Picasso's cubist works. In the News of the Day, Heckroth wrote,
We try to show in this exhibition the way from 1900 to the beginning of the Great War.
We compare Negro art with works by Picasso and Modigliani. You can study the
obvious influence of Cezanne. An important part of the exhibition is occupied by the
194
Italian Chirico who rejects also against the rational outlook of life, but he does not cut
the objects like the cubists in facets, he emphasizes the poetical quality in the
objects.. .To sum up, the pictures here presented show what might be called a poetic
revolt from the materialist outlook of the 19th century.5'
Although another three exhibitions had been planned at Dartington, the invasion of France
meant that by June 1940 South Devon was declared a prohibited area for aliens thus bringing
to a close the carefully laid plans developed by Martin and the staff of the Arts Department.
As many of the artists on the Arts Department staff were refugees, they were categorized as a
threat to national security and were threatened with the risk of deportation. Martin wrote to
the Chief Constable at Exeter in an attempt to secure an exemption from the bill that would
otherwise force all refugee artists at Dartington to leave. He wrote,
As you are aware, at the beginning of the Nazi regime in Germany the Dartington Hall
Trustees offered asylum and the opportunity to earn a livelihood to a number of
refugees from Nazi oppression. The persons to whom asylum was offered were for the
most part artists, teachers, dancers, musicians, etc... .There is now a foreign colony on
the estate comprising 36 Germans and Austrians and 24 other nationalities. All these
persons have been classified as Class C aliens and have therefore been permitted to live
with only a minimum of restriction...The recent order rendering the coastal areas of
Devon prohibited areas for aliens, necessitates that the aliens on the estate shall leave
the estate and process to others areas as yet unrestricted.. .The Trustees wish to submit
for your consideration... the suggestion that were it possible to arrange for these people
to be permitted to remain together here on the estate, the cost to the country would be
minimized and a control if necessary even more rigorous than heretofore would be
possible.52
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The appeal failed, and no sooner had preparations been made to leave than all the male
refugees were interned. Willi Soukop was sent to Canada and Hem Heckroth to Australia
thus depriving the art studio of two key members of staff and signaling the end of Martin's
plans for the establishment of an arts centre at Dartington.
The Elmhirsts immediately began to campaign for the release of Soukop and Heckroth and
spent a great deal of time trying to track down where they had been sent to, corresponding
with them whilst both men were interned. 53 In August 1940, Leonard wrote to Soukop, 'At
last your address has reached us after our many attempts to find which side of the globe you
had trotted off to!' 54 Heckroth had suffered an appalling passage to Australia, enduring
atrocious conditions aboard the transport ship that was torpedoed by a German U-boat. He
was seven hours in the sea before rescue came. Upon receiving a letter from Dorothy, he
replied,
Thank you for the £25 you sent me. It is a big help to me since I lost most of my
luggage on the trip. I heard from Ada and Nelly that Dartington Hall has changed. At
times I think of the courtyard and the garden and my studio and wonder if we shall ever
work together again and how long it will be. All that I can say is that I spent the most
wonderful time of my life there and I don't know how to thank you for what you have
done.55
By January 1941, Heckroth was still interned and his wife Ada and his daughter remained at
Dartington. He wrote to Dorothy to thank her for the cable and the money she had sent him
at Christmas and recalled Dorothy's involvement in the exhibitions at Dartington and the
importance he attached to her judgment. Heckroth wrote,
I remember the days sitting at your fireplace and discussing the exhibitions. I was a
little worried because I accepted your correcture (sic) and, too, when you have been
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looking at my pictures, I wasn't always in agreement with you but I had to alter the
things because after all the time I know you have been the only person I trusted
unconditionally.56
This recollection offers a crucial insight into the ways in which Dorothy supported the arts at
Dartington. Her meetings with Heckroth have received no mention elsewhere, and yet to
Heckroth, Dorothy's opinion mattered more than anything. Thus any belief that Dorothy
provided merely the financial means by which the arts could flourish at Dartington may be
seen from this extract to be clearly mistaken. Her contribution was much more than that and
yet it has been continually overlooked.
Bonham-Carter states,
Although artistic activity at Dartington by no means ceased in September 1939, the
events of the succeeding eight months made it clear that by midsummer 1940 the so-
called 'professional phase' had come to an end. . .An exciting cultural experiment had
been attempted: a practical demonstration of working towards the best standards in
artistic creation and performance, and of the essential unity of the arts. That alone was
worthwhile. Had it not been for the war, the Arts Department would have continued
with this plan at least for several years.57
The internment of aliens in June 1940 brought to a close a period of intense activity in the
arts on the estate. Martin reflected that it was due to the influx of refugee artists from the
continent that the arts had flourished at Dartington in the thirties. He stated, 'We drew to
Dartington professionals with a professional standard where we should in all probability not
have been able to attract English people of comparable attainments.' 58 By drawing attention
to the high calibre staff within the arts department, Martin recognized that Dartington was
able to achieve such standards through appointments that were largely circumstantial, due to
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the sudden influx of émigré artists escaping the grip of fascism. His attempts to prevent the
internment of refugees had failed and almost overnight the arts department collapsed
following the departure of all alien members of staff. Martin was left considering the future
of the arts department and began to formulate a proposal that would position Dartington at the
forefront of national debates concerning the administration of the arts in post-war Britain.
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Chapter Six.
The Visual Arts Survey: Dartington's Contribution to Post-War Reconstruction in England.
Writing some forty years following his arrival at Dartington in 1940, Peter Cox identified
some of the obstacles to adequately evaluating Dartington's contribution both to the
development of arts administration and the formulation of a coherent arts policy in Britain
during the crucial years of wartime activism and post-war reconstruction. He states,
Anyone knowing Dartington today but researching the war - and post war-periods of
the arts administration may find it difficult to appreciate the geographical and spiritual
isolation of Dartington at the time...in the field of the arts the situation, both nationally
and in the County, was extraordinarily limited in comparison to that of today.
Institutions concerned with more than one art were few and far between: Christopher
Martin was probably the first person to be styled 'Arts Administrator'. Much of his
wartime work and, for PC (Peter Cox) subsequently, was in helping to carry out
research and create relationships with CEMA - later the Arts Council - and the County
to help provide structures and sustenance for arts activity generally.2
The year 1939 marked a watershed in the history of the Arts Department at Dartington Hall.
The arts were indeed flourishing, thanks to the influx of émigré artists, designers, dancers and
actors. The restrictions imposed on all alien refugees and the subsequent interment of many
of the arts department staff coupled with the uncertainties of adequate funding from the
Dartington Hall Trustees caused a fundamental reevaluation of the role of the Arts
Department in wartime. This chapter sets out to fully evaluate the development of Martin's
plans for the arts department at Dartington, from his proposals for the initiation of the Arts
Enquiry reports through to the publication of the VisualArts Survey in 1946. Before
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adequate consideration may be given to the Visual Arts Survey, it has been necessary in the
previous two chapters to fully consider the development of the arts administration at
Dartington from its inception in 1934 to the outbreak of war as the experiences gained
directly from his position as arts administrator at Dartington led Martin to formulate his idea
for the Arts Enquiry and the role of the visual arts in post-war reconstruction.
In the period immediately preceding the war the arts administration at Dartington was, under
Martin's direction, pursuing a policy of expansion that was brought to an abrupt halt with the
declaration of war on September 3rd 1939. Martin immediately raised his concerns to the
Trustees regarding what would happen to those members of staff who had come to
Dartington as refugees from Europe, now considered by the authorities to be aliens. He also
expressed uncertainty about the future of the Ballets Jooss in wartime. The Dartington Hall
Trust had, in terms of their contract, automatically ceased to be liable to the members of the
Ballet upon the outbreak of war, but it was decided to apply for permits for the Ballet to tour
England before they were sent to America. Martin noted, 'This must be the first time in
history that a group alien in conception and very largely alien in personnel has travelled
throughout England while England was at war with its country of origin.' 3 The previous
chapter has already considered the impact of the internment of aliens upon the art teaching
staff, and the efforts made by the Elmhirsts to secure their release. It is the purpose of this
chapter to assess the ways in which the arts administration at Dartington adapted to the
circumstances imposed by the war and document the changes effected not only at Dartington
but also in the wider circles of contemporary debate concerning government policy relating to
the visual arts.
The financial position of the Arts Department was immediately taken into account when
considering the way forward following the declaration of war. Income from students fees,
receipts from performances and sundry fees from estate residents had been reduced and
Martin's plans to expand the department through the intended Opera Studio, to make full use
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of the theatre and to fill Redworth House with students, meant that cuts in expenditure were
now considered necessary. 4 In the light of a hugely reduced staff and a restricted income,
Martin had immediately speculated that 'a new sphere of usefulness for the arts department
may lie in furthering the schemes for music and drama in rural areas. The L.E.A, University
College, and the arts department should collaborate in working the scheme for the S.W.
Pilgrim Trust the grant making body.' 5 Thus it may be observed that whilst, as has been
argued in the third chapter, the impact of the war may have signalled the end of an era of
professional dance and theatre groups at Dartington, it brought with it new possibilities
beyond the confines of the estate which Martin was keen to explore.
By the 27th July 1940, Martin provided a crucial summary of the position of the Arts
Department in the immediate post-war period.
The Arts dept. reached the peak of its existence in the summer of 1939. It was active
and solvent. It included the Dance school with 36 students and 7 staff; it had just
opened the Art Studios under Hem Heckroth; it was in the process of opening a Music
Studio; and it had formed the Chamber Music Group. The Ballets Jooss had completed
a long and satisfactory tour in England and was envisaging a short tour in Belgium,
Holland, France, and Switzerland as a prelude to a bumper tour in the United States.
The outbreak of war surprisingly changed the situation very little. The Continental tour
had to be abandoned, the numbers in the Dance School fell slightly and the Music
Studio had to postpone its opening. The Chamber Music Group continued, and the
Ballets Jooss proceeded with its English tour, supported itself, and left for the United
States in December on a self-supporting enterprise. There were, however, indications
that difficult times were ahead. In anticipation of this, the budget for the current year
was drawn on the basis of a 20% cut from Lady Day.6
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Martin envisaged two problems, 'How to economise in order to live within the reduced
endowment?' and, most importantly, 'What function could the Arts Department most usefully
perform in wartime?' As a solution to the first problem, it was resolved to close the Dance
School building, to centralise all administration in one office and to reduce administrative
staff by some nine or ten people. Martin acknowledged that the second problem was more
difficult, but laid out his plans for a new direction based on the success of a weekend course
attended by ninety teachers under the title 'The Teacher and the Arts'. In the minutes of the
Trustees meeting dated 1St December 1940, chaired by Dorothy Elmhirst, Martin outlined his
plan to engage with regional authorities to expand the scope of the Arts Department's focus.
The minutes note that,
Mr. Martin gave an account of what had happened to the Arts Department since the last
meeting with the Trustees. He pointed out that with the departure of the German
members of the staff every aspect of the department had undergone a complete and
radical change.. .Mr. Martin made suggestions for the future war-time activities of the
Arts Department which were as follows: To attempt to build up small units on the
model of the Chamber Music Group.. .The purpose of each of these units would be to
give performances and to work with amateurs. He explained that with this latter aim in
view he had accepted appointment as secretary to the County Committees for Music
and Drama, and he hoped that the Arts Department would become a centre for
providing music, dance, drama etc. in the County of Devon. He hoped to see courses
held at Dartington for teachers and leaders in this work, and believed that there was a
great future for the Arts Department along such lines as these.7
Despite all his efforts, by November 1941 it was clear that Martin continued to feel frustrated
by a lack of any coherent arts policy. Importantly, he assessed the immediate pre-war period
as one where the development of arts policy was shaped to fit the requirements of individuals,
where providing a 'fresh start' for a displaced collection of artists was the overriding concern.
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It was an approach that Martin was keen to overturn, and he voiced his plea for clarity as
follows;
In conclusion, there is a point to which I attach considerable importance. Our
activities.., are piecemeal, that is to say while each activity has ajob to do and is
getting on with it, I feel the lack of a connective thread of policy linking them together.
In a word we need an objective. The fact that we have not got one is in part due to our
past history and in part to war conditions. In 1934 we set out to salvage some of the
artistic endeavour which had been shipwrecked owing to the rise of various political
ideologies on the continent. This meant that we collected here a number of artists of
different kinds all of whom were established in their own countries and all of whom
suddenly found themselves homeless. Our job was to give them a fresh start at
Dartington. We found the people and then tried to shape our policy to fit their
requirements. Now when we can begin very tentatively to build up again with a view
to re-opening at full strength after the war, I should like to reverse this process. I
would welcome it therefore if the Trustees would give some consideration to what the
policy for the Arts Department is to be.
Upon hearing Martin's concerns, the Trustees requested that he 'consider the future of the
Arts Department and to draw up his suggestions for a policy for the department to be
discussed with Mr. and Mrs. Elmhirst and for submission to the Trustees at their next
meeting.' 8 Martin was already in contact with The Council for the Encouragement of Music
and the Arts (CEMA) and reported that he had received a request that the Arts Department
should act as its Regional Office in the South West and Civil Defence Region. The Trustees
noted this with approval and empowered him to continue negotiations with CEMA. In his
'Plan for the Arts Department', written in 1941, Martin outlined his plans for a new policy
that would focus on creating links with relevant individuals and organizations in order to
position Dartington firmly within the wider sphere of public discussion and negotiation
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taking place at a national level. Bonham-Carter reflected on Martin's reformulation of the
Arts Department's policy, stating,
until his death in 1944, he devoted himself to two major tasks. The first of these was to
encourage in every way regional activity in the arts, through the Devon county
committee for music and drama, and CEMA, whose local organizer, Imogen Hoist,
made Dartington her headquarters as from 1942. The second great task was to conduct
research into the economic basis of the arts.9
Martin's exploration of the function of the arts in wartime first led him to the conclusion that
the Arts Department at Dartington must expand its horizons in order to foster links with
organizations funded by public money. In his 'Plan for the Arts Department', Martin wrote,
We ought to make every effort to depart from our position of splendid isolation and to
forge a link between ourselves and other individuals and organizations working in the
same field, particularly those working with public money. You will have noticed that
during the past two years I have increasingly pushed the Arts Department in this
direction. For this reason I have made friends with CEMA and Carnegie, have joined
the Society for Education in Art, and am in touch with the Association of Art
Teachers.. .the Arts Department is to link itself with the national trend towards
development of art, music, drama and movement.'0
It is hard to overestimate the importance of this statement for it marks a significant turning
point in the history of the Arts Department away from a position of isolated private patronage
towards a more integrated policy concerned with increasing negotiation with public bodies.
It underlines the centrality of Martin's role in the formation of a coherent arts policy at
Dartington and provides us with clear evidence of his determination to meet the challenges
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imposed by the war and to reorient the position of the Arts Department in relation to regional
developments in art funding.
Martin's second contribution to the development of a revised arts policy at Dartington
concerned his proposal to conduct research into the position of the arts in England through a
series of four surveys. Bonham-Carter states that,
The Arts Enquiry derived in part from an earlier survey relating to the impact of the
war upon the social and economic life of Devon. This was undertaken by Martin and a
few colleagues, at the request of G. D. H. Cole of the Nuffield College Social
Reconstruction Survey. But the idea owed more perhaps to the fact that Martin was
constantly thinking about the future of the Arts Department. It seemed to him that
there was a great need to collect and assess accurate information about the conditions
existing in the arts, and that this was essential to their place in post-war society.11
Thus it was that Martin first put his proposal of 'a study of the present social, educational and
economic position of the arts of music, painting and drama in this country at the present time'
to the Trustees in November 1941. 12 He stated in his report that,
I conceived the idea of doing this during the summer term and was much encouraged
when during his return Mr. Elmhirst threw out a similar suggestion. I therefore
approached the President of the Board of Education and the Minister without Portfolio
to ask if a summary of this kind would be useful to them and whether they would give
it their backing. Both agreed without hesitation, and I was asked if I could put the task
in hand immediately.. .The Minister Without Portfolio has expressed his gratitude to the
Trustees in permitting the Arts Department to undertake this job and I attach a copy of
his letter.'3
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The Minister without Portfolio, Arthur Greenwood, had written in October 1941 to thank
Martin for the memorandum he had prepared for 'an enquiry into the economic, social and
educational aspects of the art, music and drama in this country' and declared,
I am very glad to know that through the generosity of the Dartington Hall Trustees, you
are to be able to give the necessary time to this work. It is in its nature a task that can
best be conducted unofficially, as you propose; at the same time I can say that I look
forward with interest to seeing the outcome of your efforts in preparing a map of what
has hitherto been an unchartered field. It is a field of very great and lasting significance
for reconstruction and I have therefore to thank you for undertaking a piece of work
that can be of real service in our task.'4
On the basis of Martin's proposal, the Dartington Hall Trustees 'agreed that this was suitable
work for the department' and Martin was given the go ahead to proceed with his proposal,
thus launching The Arts Enquiry, an undertaking which produced three comprehensive and
influential contemporary surveys of the position of the arts in England. 15 The fourth survey,
on the Theatre, never achieved completion and so of the four surveys proposed and
researched, three produced reports which were published by P.E.P (Political and Economic
Planning) and were entitled The VisualArts, Music and Factual Film. Of most relevance to
this thesis is the survey produced concerning The Visual Arts. It is not possible to consider
either of the other surveys here as they are outside the concerns of the thesis. The publication
of The Visual Arts Survey of The Arts Enquiry may be regarded as the outstanding
achievement of the Arts Department generally and Christopher Martin specifically. The Arts
Enquiry was seen by the Elmhirsts as being Martin's personal legacy and for that reason more
than any other, they refused to withdraw funding for the project after Martin's death in 1944
from tuberculosis, even though financially the Enquiry had, by the end of the war, become a
huge burden.
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In addition to contacting the Minister Without Portfolio, Martin had also written to Mrs. M.
A. Hamilton at the Offices of the Minister of Reconstruction to inform her of his plans, which
he called 'my blueprint for an enquiry I want to make into the Arts." 6 By contacting the
reconstruction secretariat, Martin was seeking to secure a role for Dartington in discussions
regarding post-war policy concerning the arts. Hamilton was to later join the central
committee of the Enquiry, representing Sir William Jowitt of the Offices of the Minister of
Reconstruction. Some months before putting his proposal to the Trustees, Martin had written
to Kenneth Clark about his idea in a bid to attract Clark's interest. Martin wrote,
Dear K,
I am coming up to London on August 18th for a week and should like very much to
have a glimpse of you if you are not too busy. It seems a long time since I have had
any news of you or Jane. While glimpsing I would like to talk to you about a private
job I have set myself for the winter. I am trying to do a little research into the
economics of the arts; music, painting, theatre etc. in England, to get some ideas on the
pre-war and post-war position. It is surely a matter of my own curiosity, but it struck
me that if I can get any sound data, it might interest you and possibly be useful. Any
chance of a half hour with you..?'7
Clark did not consider Martin's proposal to be worth considering, but, encouraged by
Greenwood's enthusiastic response to his proposal and the backing of the Trustees, Martin
decided to press ahead with his idea to form a group composed of representatives of
interested bodies and other qualified individuals. Following preliminary discussions the Arts
Enquiry Committee held its first meeting on November 6th 1941 at the C.E.M.A offices in
Kingsway where F.A.S. Gwatkin took the chair as representative of the Trustees. Offices
were subsequently provided by P.E.P at Queen Anne's Gate and G.D.H.Cole from Nuffield
College chaired the Enquiry's central committee. Other members included Miss Glasgow,
Secretary of C.E.M.A, Professor Ifor Evans from the British Council, A. D. K. Owen from
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P.E.P, E. W. White representing the Carnegie Trust and, at a later date, Dr. Julian Huxley and
Dorothy Elmhirst. The Arts Enquiry group was organized by the Arts Department in
association with the Nuffield College Social Reconstruction Survey, and Secretary of the
group was A. P. Cox, assistant arts administrator at Dartington.
The Committee met on November 18th 1941 when it was initially envisaged that the cost of
the work would be somewhere in the region of between £500 and £750 and that it would take
a year to complete. Martin asserted, 'we estimate that to complete such a study as we have
in mind will take at least twelve months, but that at the end of this time it will be possible to
present a picture of the present position of the arts in England which should be of interest and
value in any post-war discussions on State aid for the arts, or on the problems of
reconstruction in relation to the arts' thus declaring fully his intention to position Dartington
at the forefront of discussions concerning post-war reconstruction of the arts in England. 18
This was no small undertaking, and had Martin realized the full implications of such a
commitment, in terms of staff and resources, it is likely that he would have been rather less
optimistic of the cost of the undertaking, both in terms of time and resources, as his assistant
and subsequent successor recounted,
Looking back on the Arts Enquiry, it is quite clear that we tried to take on far too much
in doing four surveys, especially in wartime when it was exceedingly difficult to find
good people. The list of people employed by the Enquiry...shows what a large number
of people we used during the course of the Enquiry and of these only a few were really
useful. We did not realize how difficult it is to draft a report and days were taken on a
few paragraphs where a more experienced person would have taken a few hours.. .It
was difficult to provide adequate supervision with Martin and Cox being alternately at
Dartington and in London.. .The subjects that we were investigating were difficult ones
to cover and no one had ever attempted them before. This means that one has to
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expend a great deal of time discovering what is important in each field before one can
begin to get the information that one really wants to put into a final report.'9
At the first meeting, held on November 6th, the committee, known as the Arts Enquiry Central
Group, approved undertaking three surveys, the Visual Arts, Music and Drama. Following
this meeting, Martin reported on the initial progress of the visual arts group. 2° Noting that the
first step was to form the group and its sub-groups, Martin confirmed that 'Dr Julian Huxley
expressed his interest in the work and told me he would like to be associated with the group.
Mrs. M. A. Hamilton sits with the group as representing Sir William Jowitt.' Significantly, in
terms of subsequent membership of the Visual Arts Group, Martin listed the members of the
arts sub-group as, 'Mr. Herbert Read, Miss Audrey Martin, representing the Society for
Education in Art, Mr. Graham Sutherland, Mr. Edwin Glasgow, formerly keeper of the
National Gallery, and Mr. Philip James, librarian to the Victoria and Albert museum and at
present acting as assistant secretary of CEMA.'2'
Presenting the Central Group with evidence of existing studies of comparative value to the
Arts Enquiry, Martin stated, 'while there is no similar enquiry such as ours into drama, there
have been recent studies projected or complete into music.. .In art the Society for Education in
Art with which we are associated has conducted a survey into art teaching, and Mr. Read
holds a Leverhulme Research Fellowship at London University for a report on certain other
aspects of art in education.' 22 Given that the membership of the subsequent Visual Arts
Group, chaired by Huxley, differed substantially from those initially associated with the
Visual Arts Survey, it is important to note that whilst Read was not involved with the survey
in its very early stages, he was involved in the preparation of the report. He was also
involved in the closing stages of discussion as he is listed as being present at the conference
held in January 1944 in which specialists were invited to meet with the Visual Arts Group to
discuss the content of the report.23
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Perhaps the reason why Read did not become involved in the Visual Arts Survey was that the
week following the first meeting of the Arts Enquiry Central Group, Clark wrote to Martin
admitting that,
I sometimes wake up in the night and blush to think of the foolish way I greeted your
most interesting scheme for making a survey of the condition of the arts in this country.
Instead of listening to what you were going to do, I remember giving you the long jaw
on the subject, which I now believe must have been entirely off the point. Will you
please forgive me, and when you are next in London come and tell me how the survey
is getting on? I am hoping to prepare a report on the subject of state patronage of the
arts for the Board of Education, and obviously your researches would be of enormous
help to me.24
Clark recognized albeit rather belatedly the value of Martin's proposal, and once the project
was underway had no doubt been informed that, with the Elmhirsts' funding, the project was
likely to be of lasting value. Martin replied, 'I must confess I could not help wondering
whether my idea was a crazy one or not but in spite of your strictures I still thought there was
something in it. Now I am glad I persisted because it may be useful to you.' 25 It was not
until nearly a year later, when Julian Huxley formed the Visual Arts Group, that Clark
became substantially involved in the project.
Before this time, the art sub-group, which had initially been formed to gather information in
preparation for the report, began to collate information regarding the National Collections. It
is evident that correspondence continued between the Arts Department and the Offices of the
War Cabinet and that the survey was beginning to attract interest from other government
departments. 26
 In January 1942, Mrs. J. J. Hawkes at the Offices of the Minister of
Reconstruction wrote to Mrs. Matheson at the Scottish office supplying information
requested about the Arts Survey, stating, 'Though distinct in origin, this Survey is associated
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with the Nuffield College Social Survey and will dovetail with their educational survey. It
has the support of our Minister and the full co-operation of the Board of Education' 27
Hawkes also wrote that 'the terms of reference may be said to be "to study the Economic,
Social and Educational aspects of Music, Drama and the Visual Arts", but the investigation is
primarily concerned with fact-finding and not with future policy'. This summation of the
aims of the enquiry, as understood by the Offices of the Minister of Reconstruction, will later
be seen to be the basis of much controversy and it is useful at this point to perceive these two
statements as indicative of the enquiry's initial reception at a Governmental level.
By February 1942, however, little progress had been made and the sheer scale of the
undertaking began to make itself clear. It was suggested that pilot surveys be carried out, and
Martin and Cox began collating information from several areas. 28 According to Cox, 'these
area surveys formed the basis of much of our work and gave Martin and Cox a first and tough
introduction to the problems of drafting. The surveys not only provided useful information
and contacts but they were more than anything responsible for preventing the final reports
having a too centralized or specialized point of view.' 29
 It is important to add that at this
stage the surveys were meant to be collated and written by non-specialists and that the central
committee was formed on this basis. The Arts Enquiry Central Group was made up of
individuals capable of providing contacts and general support to those involved in compiling
the three reports. Whilst this was the original intention, it is evident that it was not long
before these objectives did in fact alter rather substantially, much to the embarrassment of
certain members of the committee whose official positions were in danger of becoming
compromised through the publication of the Visual Arts report. It has been suggested by
Cox that this shift towards specialized reports came as a direct result of Martin's sudden
recurrence of T.B, which rendered him incapacitated for three months from September 1942.
According to Cox,
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Julian Huxley happened to return from America, where he had been studying among
other things the work of the Federal Arts Projects, and he became immediately
interested in the Arts Enquiry. He suggested setting up a special Visual Arts Group on
the lines of a P.E.P. Group and wished to invite distinguished experts from all fields,
including Sir Kenneth Clark.3°
Dorothy wrote to Leonard following her trip to London with Martin to see a specialist. By
October, Martin was 'having a wretched time' after failing to recuperate from the operation at
the Elmhirsts' Mayfair flat at Upper Brook Street. 3 ' Dorothy wrote, 'He has shown amazing
guts over the whole thing, and of course just at this moment when he was getting so
interested in his surveys, this kind of frustration is doubly hard to bear. Julian, fortunately,
has stepped into the breach and is going to carry the Arts Survey for him. Julian seems
thrilled at the prospect' 32 Huxley had first met the Elmhirsts in the autumn of 1931 in
connection with the non-governmental planning organization, Political and Economic
Planning, known also as P.E.P. The group had formed following the publication of A
National Plan for Britain, written by Max Nicholson and published in the Week-End Review
which was edited by Gerald Barry. The group included Barry and Max Nicholson, Leonard
Elmhirst, Israel Sieff, a co-director of Marks and Spencer; Kenneth Lindsay, a future Liberal-
Labour MP; Dennis Routh from the Ministry of Education; the financier Sir Basil Blackett;
the civil servant Sir Henry Bunbury; Zvegintzov, who according to Huxley 'knew a great deal
about international finance' and Jack Pritchard of the design firm Isokon.33
Huxley recounted, 'At a later weekend meeting at Dartington, Sieff and Elmhirst guaranteed
a handsome sum towards its formation and appeals to various business firms provided the
rest. We rented a beautiful house in Queen Anne's Gate and held our meetings there, with
specialist groups studying various subjects. PEP published their reports in full, as well as
summarizing them in a series of bulletins.' 34 Huxley continued on the subject of PEP,
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After the war it was decided to broaden its scope, and in 1942 the Dartington Hall
trustees, headed by Leonard Elmhirst and his brilliant wife Dorothy. ..financed a PEP
inquiry into the arts, to include the visual arts (painting, craft-work and design), drama
and ballet, music and documentary films. They already had an efficient arts department
at Dartington which trained students in all these fields, exhibited their work, and gave
music and drama festivals.. .Presumably because I had no official connection with art, I
was made chairman of the Visual Arts Group in 1942, not an easy position, since the
other members were all professionals - artists, designers, art critics and art historians.
Huxley had been appointed Secretary of Zoological Society from 1935 to 1942 and whilst he
was no art specialist, was well aware of the need to address the issue of art in society. In his
essay, Art as a Social Function, published in 1941, he states,
We have become so accustomed to thinking of art as something esoteric, remote from
the general current of the life of our society, that the idea of art having a social
function, and still more of its being a social function, rings no bells in our minds. ..This
ivory tower view of art for art's sake, this theory of 'pure' art...is itself a symptom of
our disease.. .The difficult social position of art is reflected in a number of specific
ways. For one thing, we have the virtual disappearance of public and corporate
patronage, and the subjection of art to the capitalist market: this applies especially to
painting.. .Yet art could and should be a social function. It could make life more
tolerable, more worth living; it can provide the individual with new experience and
values; it has an essential part to play in giving our society a consciousness, of its
nature and its possibilities.
For this to happen, there are, it seems, two prerequisites. First, the State and other
public and semi-public bodies, must take a hand: society itself must become a major
portion of art. And secondly, the marriage of art and the machine must be
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consummated; design must become an essential part of industrial technique wherever
the form of industrial products is not wholly directed by technical considerations.
This interest in the role of art in society stemmed from his visit to America in 1934 where,
having gone to give a series of lectures, he saw the work of the Federal Arts Project. Whilst
in New York Huxley made the acquaintance of Marion Greenwood, whom he found to be 'a
charming and talented artist, who lived in the Bohemian down-town area of Greenwich
Village.' 36 It was through Greenwood that Huxley became aware of the New Deal as he
became aware that 'she had been given various commissions to decorate public buildings.'37
Writing in The Fortnightly Review, he stated,
In America under the New Deal, numbers of artists were employed to design frescoes
and pictures and mosaics for post-offices and railway stations and the like, so that the
U.S.A. is the only large modern democracy to have even the beginnings of a public
art.' He continued, 'During the war, a beginning has been made with this, by
organizations such as C.E.M.A. and E.N.S.A., which provide concerts, travelling
exhibitions of art and architecture and the like. In the United States, in the early days
of the New Deal, a great deal was done along these lines under the W.P.A - the writers'
and artists' theatre projects...What the future may bring forth we cannot know.. .there is
no reason why the rich patrons of earlier centuries should not be replaced by the state,
by city governments, by big corporations.38
As these excerpts demonstrate, Huxley was already interested in State funding of the arts, and
so upon hearing of the Arts Enquiry in 1942, was keen to participate. His involvement in the
visual arts survey attracted the interest of many influential members of the art establishment.
Whilst it was Martin who made contact with Clark, it was Huxley who encouraged him to
become a member of the newly formed Visual Arts Group. They had met whilst Huxley was
based at London Zoo as Secretary of the Zoological Society and had invited Clark to attend
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the Council's meetings as adviser on art and design.39 As well as Clark, members of the
specialized group included John Rothenstein, Director of the Tate Gallery, Philip Hendy,
Director of Temple Newson, the sculptor Henry Moore, the designer and member of the
Artists International Association, Mischa Black, R. P. Bedford of the Circulation Department
of the Victoria and Albert Museum, Audrey Martin, an art teacher and Leverhulme Research
Fellow, the art critic Eric Newton, E. M. O'R. Dickey, Staff Inspector of the Board of
Education, H. S. Williamson, Principal of the Chelsea Art School and the illustrator Barnett
Freedman. It was no coincidence that many of them were already on the Art Panel of CEMA.
At the meeting of the Arts Enquiry central group on November 4th, it was minuted that
'Martin had asked Dr. Huxley to be responsible for the visual arts section of the enquiry and
had agreed to his working with a group of specialists.' It was then noted that 'after some
hesitation the principle of working by group methods was agreed to but Dr. Huxley was
asked to broaden the membership of the group. Since meeting Dr. Huxley and Mr. Cox have
again seen Sir Kenneth Clark and have invited the following people to join the group as well.
Mr. Bedford, Miss Audrey Martin, Mr. Philip Hendy and Mr. Mischa Black. 4° Thus it may
be observed that once Clark had joined the group, he advised Huxley to expand the group and
his recommendations were followed up. Despite Clark's selection of the group's
membership, the group often held very different opinions on matters being debated. As
Huxley recounted,
Our discussions were sometimes stormy. Metropolitan personalities sometimes did not
realize the importance of encouraging art outside London, while the heads of provincial
galleries grumbled at their meagre financial support and their frequent lumping with
archeological collections in local museums. The traditionalists often opposed the
encouragement of modern art, and it was hard to convince the Ministry of Education
and local education authorities that 'art' was not just a matter of copying, and that art
appreciation - through visits to galleries and notable buildings, and by way of
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reproductions of good pictures, old and new - should be fostered for all students,
whether or not they were in special Arts departments.. .However, we plugged along, and
reported in l944.'
Huxley concluded, 'The group certainly achieved some important results, notably in
persuading the Government to set up the Arts Council and the Council for Industrial Design,
with adequate financial support; but it also improved the professional art schools, and the
position of the arts in the general school curriculum. It led in various ways to a better
appreciation, both of classical and modem art, by the general public...'
The preface to The VisualArts Survey, published in 1946, began,
The visual arts are one of the manifestations of quality by which a nation is judged, and
no society can afford to dispense with their humanizing influence. But to-day in
England few can feel that the influence of the visual arts are accorded the recognition
and encouragement they need, or that the conditions exist in which a great artistic
tradition can be formed and continued. Those concemed to improve the existing state
of affairs know all too well the complexity of the problems. This report is an attempt to
survey these problems as a whole, to present them as objectively as possible, and to
make considered proposals which cover the whole field of the visual arts.42
It was with this intention in mind that the first meeting of the Visual Arts Group was held at
the offices of PEP on 18 November 1942 and chaired by Huxley. F. A. S. Gwatkin was
present to represent the Arts Enquiry Central Group and the Dartington Hall Trustees. He
gave an account of the setting up of the Arts Enquiry, stating that the report was to be
forwarded to the Reconstruction Secretariat and to the Board of Education, both of which
supported the Enquiry. Huxley suggested that the group follow the method of working used
by P.E.P with an additional input of memoranda and special enquiries produced by individual
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members of the group to be circulated and discussed at each meeting. He also reported on the
work already carried out by Martin and Cox, which included some notes on national
collections and three area surveys. Miss Martin then detailed her own research on art in
general education undertaken with a Leverhulme grant, and it was agreed that all the reports
should be circulated as soon as possible to all members of the group in advance of the next
meeting. In a recent interview with Peter Cox it transpired that at this meeting two names put
forward as potential members of the group were rejected by Clark. The first was the
painter Graham Sutherland and the second was T. A. Fennemore who was secretary of the
Central Institute of Art and Design. This resulted in there being no painter represented in the
group and demonstrates Clark's control over the survey, the minutes simply recording, 'It
was agreed not to extend the present membership, but to ask other persons to attend one or
more meetings of the group as required."'
At this first meeting, Clark made a statement to the group as to the present structure and
interrelation of art activities in Britain, and this broadened out into a general group discussion
which gave rise to the emergence of a consensus that the subject was broadly divisible into
two parts, those being the consumption and production of art. 'Consumption' of art was
taken to include Galleries and Museums both in London and in the provinces, provincial art
schools, art societies, new outlets for exhibitions such as the canteens, public houses and
railway stations used by C.E.M.A and B.I.A.E, and the publication and reproduction of art
works. At the second meeting of the group, Clark commented further on the present position
of art activities in Britain, focusing on the issue of public art patronage. He stated that
funding of the arts was divisible into six categories, those being patronage exercised by the
State, by Municipal purchase, by Industry, by semi-public organizations, by Government
Departments and finally through private patronage. Clark outlined four ways by which the
state can exercise patronage in art, by purchase, by commission, by engagement of artists for
a period for particular work and by maintenance of artists. Municipal purchase was agreed to
be more important than state purchase for encouraging living artists.
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At this second meeting, it was noted that during the war the decoration of British restaurants
had made considerable progress, and Clark stated that he would insert a passage on this in his
memorandum on 'Art and the War'. On the subject of art and industry, it was reported that
this was one area that might develop into patronage on a large-scale, through fine art being
used by large firms, railways and hotels and public houses. Considering the role of private
patronage, Clark stated that purely private patronage could come either from the rich few or
the less well-to-do many, asserting that patronage by the rich would not be so abundant after
the war and in any case had not been very successful in encouraging good artists. The group
agreed that 'the best way of increasing private patronage was to stimulate general art
appreciation and then aim at considerable increased sales at as low prices as possible' noting
that 'already during the war a considerable number of people who had never previously
bought pictures are doing so.' 45 It was pointed out that dealers constituted an essential part of
art patronage, generally preferring to sell a few pictures at high prices. Following this, it was
agreed to approach the London dealer Arthur Tooth & Sons and possibly The Leicester -
Galleries to discuss the question of promoting a market for increased quantities of drawings
and pictures at low prices.46
At the first meeting, it had been decided that future subjects to be considered should include
'Art in Britain in relation to Foreign Countries', 'Amateur Art', 'Reproduction of Art', and
the 'Relation of the State to Art'. It was also raised that the Board of Education had
specifically requested that the group consider the issue of 'Art and Youth', especially in
relation to professional training, and when the group met again on the 2nd December to
continue their discussions, Moore pointed out that art students could become qualified and
continue to teach in their own local town and school. Concerning the making of the artist,
Moore stated that the first few years after leaving art school were usually very hard and many
artists lost heart. The group agreed that it would be useful to obtain statistics as to the
number of students going through art schools annually and the country's capacity of
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absorbing them - as painters, as commercial artists, as designers, as teachers, as patrons and
as amateurs.
By the third meeting of the group on the 16th December 1942, Eric Newton had submitted a
memorandum on 'Art Producing and Art Exhibiting Societies in the London Area' in which
he stated that 'roughly thirty art societies exist in the London area whose main purpose is to
hold exhibitions at more or less regular intervals.' 47
 He defined the origins of these groups in
terms of differences between them related to specific artistic creed, gender, medium, subject
matter, size of work and, to a certain extent, political tendency. 48 He then listed the thirty-
two principal societies, commencing with the Royal Academy and ranging through all the
Royal Societies and Institutes, of which there were nine, then listing the art clubs and groups,
such as the New English Art Club and the London Group, and then the women's groups,
societies of wood engravers, mural decorators, marine painters and miniaturists. Newton
ended by listing the Artists' International Association, the British Council, CEMA and the
BIAE and the United Artists' Exhibition. Newton stated that, 'As against these thirty-odd
exhibiting bodies, there were, even in peace-time, only five fair sized galleries available for
biggish mixed exhibitions', concluding that 'this multiplicity of art-producing and art-
exhibiting societies is obviously unnecessary and uneconomical, but so is almost every other
manifestation of natural growth.' 49
 Asserting that it was 'inevitable that societies should,
from time to time, be formed because they wish to strike an experimental or revolutionary
note', Newton cited Unit One as but a single example of many such societies which had
perished either from lack of funds, internal friction or the exhaustion of the original impulse.
Noting the tendency of the artist to restrict his loyalties to a tight knit circle, he also registered
the contemporary lack of anything resembling an efficient trades-union to protect the artists'
economic interests, concluding that the AlA is 'the only body which makes any attempt to
regard the artist as a member of a complex economic structure.'5°
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Members of the group then added their comments in a general discussion of the
memorandum and it was agreed to frame a questionnaire which was to be addressed to
provincial as well as London societies, excluding the Royal Academy, asking for information
on the number of members, subscription charges, the conditions of membership, facilities
given to non-members, the number of exhibitions held annually, methods of selecting works
for exhibition and the number and value of works sold. 5 ' On the basis of the replies received
by Newton, the section on 'Other Exhibiting Societies' in Chapter One of The Visual Arts
Survey concluded, 'The large number of exhibiting societies in London is confusing to the
public, and none bears much relation to contemporary artistic movements.' In the proposals
put forward by the group, it was stated,
Painters and sculptors have constantly formed themselves into societies to further and
protect their professional interests. But few exhibiting societies now fulfil their
aesthetic function, and membership, even of the Royal Academy, no longer carries
weight with the discriminating buyer. The Artists' International Association has done
much to bring to the public's notice the social and political issues affecting the artist,
and the Cenfral Institute of Art and Design, founded at the beginning of the war to co-
ordinate the work of all other artists' organizations and societies, has publicized the
work of the profession.52
Reporting to the Dartington Hall Trustees in February 1943 on the progress of the Arts
Enquiry, Martin stated,
What return do I hope to make to you for this tremendous opportunity? First of all, of
course, a first class report. Second, a secure place for the Arts Department in the
artistic life of the country after the war. Third a wide knowledge of people and trends
in the arts, which will be at your service.53
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Martin foresaw with a great degree of accuracy that the arts administration at Dartington
needed to foster links outside the community in order to survive. Peter Cox has stressed the
importance of the contacts made as a result of the Arts Enquiry on the subsequent
development of the Arts Department at Dartington. In particular, Cox mentioned Clifford
Ellis, of Bath College of Art, to whom he was introduced to by Clark and who came to be
very involved in the post-war development of the visual arts at Dartington. Dorothy had, by
this stage, been invited to join the Central Group and so was able to observe first hand exactly
what was developing. Although her involvement in the Arts Enquiry was very much as an
observer, Cox stated that Dorothy was present at the very beginning of the project together
with Ifor Brown, G. D. H. Cole, Mary Glasgow, Martin and Cox at which preliminary
discussions took place concerning how the Enquiry should start up.
In his November report to the Trustees Martin stated that the Enquiry was 'nearing the end of
its work' Probably he was referring to the first drafts only as dates for the completion of
these were all given as occurring during the next few months. The Visual Arts report was the
furthest ahead of the four surveys and an advance report had been called for the Government.
By December 21st 1943, a first draft of the Visual Arts section of the Arts Enquiry was
completed which was forwarded to the President of the Board of Education and discussion
broadened beyond the original group when a conference was held on 3 l' December 1943 and
1st January 1944 at the offices of PEP at which the report's findings were discussed by a
panel of experts. In the foreword of The Visual Arts Survey, it was stated that the working
methods of the group were as follows;
The information was collected by interview and from published material; this was then
presented to the group for discussion and criticism in the form of preliminary drafts.
On occasions members of the group themselves put in memoranda for similar comment
and discussion. In this way the report was assembled chapter by chapter until the group
approved a first draft. Early in 1944 this was submitted for further criticism and
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revision at a conference to which were invited some seventy specialists in the various
aspects of the visual arts examined by the report. Their suggestions were incorporated
into a penultimate draft which has been further criticized by these and other experts.55
Over the two days of the conference, four working groups discussed the subjects of 'Art
Schools', 'Art Galleries', 'Design in Industry' and 'Art in General Education'. Amongst
those invited to attend, Read was present at the group discussing 'Art Schools' and 'Art
Galleries' but was unable to come to the previous days' discussion of 'Art in Education'.
Samuel Courtauld had been invited to attend the discussion of 'Industrial Design' but sent his
apologies, as did Graham Sutherland who had been invited to join the 'Art Schools' group.
In December 1943 Martin wrote to Francis Maynell at the Board of Trade requesting that he
come along to a meeting on Saturday 1st January 1944 at the P.E.P. Offices to discuss the
section on Industrial Design. He stated,
Our method of working has been, as you know, to collect a group of artists, gallery
directors, critics etc., of which Julian Huxley was Chairman. We are now anxious to
invite a number of additional people to meet the Group and to discuss the various
sections of our Report around the table. The meeting will, of course, be quite private.56
Leonard was present throughout the discussions and wrote to Dorothy on January 3rd
expressing his admiration of the organization of the conference. He stated, 'I had two
fascinating days with Visual Arts - and I must say I was impressed at the way Julian handled
six hours of discussion for two days running and the way in which Chris and Peter have
gathered the people and handled their material. I think all concerned have grown in
themselves since the first meeting I attended.'57
222
Following the conference, Cox forwarded a first draft of the report to Hamilton at the Offices
of the Minister of Reconstruction and added,
You will see at the end a section on an Arts Council which is probably taking the report
beyond the sphere of our Central Group and we realize that you and other members of
the Central Committee would not be able to sign a document with a chapter of this
nature. We shall, however, wish to come to some conclusion on the state's attitude to
the arts and this is a preliminary beginning.58
This first draft of the report included a final chapter entitled 'An Arts Council' which stated,
'The conclusions we have reached in each section of our report lead on to others of a general
nature concerning some central organization of the arts in this country and the form such
organization should take.' 59 Noting that there was a lack of co-ordination between the
principal organizations concerned with the visual arts in London and those assuming
responsibility for the arts in the provinces, the report recommended that 'any new
organization for the arts must take into consideration the responsibilities and limitations of
these existing agencies. It must be based upon the experiences of CEMA; it must maintain a
close liaison with the Board and the Royal Fine Arts Commission and its works must be
supplementary to theirs; finally it will have a number of new functions of its own.' 60
The report suggested that there were three possibilities as to the nature of this new body and
presented them as;
A Ministry of Fine Arts
A sub-department of the Board of Education
An autonomous body with its own Board of Governors but with a minister responsible to
Parliament and the necessary finance carried on the vote of a Goverment department as a
grant in aid.
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Given that a Ministry of Fine Art would be 'subject to the hazards of election' and that a sub-
department of the Board of Education would 'be unable to cope with the multifarious
activities which the new organization must undertake', the report recommended the third
option, stating, 'we propose that the responsible Minister should be the President of the Board
since the Ministry already has many connections with the visual arts in this country.'61
The decision to include recommendations in the published report provoked an immediate
response, and Hamilton set out her reservations concerning the report's proposals in a letter to
Cox in which she wrote,
My trouble about the final section of the Visual Arts Report is that in so far as this
office has taken a friendly interest in the Enquiry it has, throughout, been on the clear
understanding that it was to be limited to a description of the facts: thus Greenwood in
October, 1941, gave a blessing to the preparation of"a map of what has hitherto been
an unchartered sea". This corresponds to the original description of the scope of the
Enquiry: "The purpose of the Enquiry is to provide the administrator, the director and
the educationalist with the results of a fact-finding survey upon which policy can be
based." It was entirely on this understanding that I felt I could join the committee. I
should not have done so had there been any question of making recommendations. I
have not had the chance to talk to Miss Glasgow about the Report, but I am sure, as a
civil servant, she is bound to feel as I do.62
It was at this point that the Enquiry began to run into difficulties. Upon receiving copies of
the first draft of The Visual Arts survey, members of the Arts Enquiry Central Group, who
were acting in an unofficial capacity, began to realize that the report was not going to restrict
itself to presenting facts without the addition of recommendations and Martin began to sense
that the support he had worked so hard to cultivate was in danger of dissipating. He was
aware that this could have disastrous consequences for the reception of the report at a
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Governmental level as the primary task of the Central Group was that individual members,
many of whom held official posts, would present the report to their departments. In his
report to the Dartington Hall Trustees on the 25th February 1944, Martin noted that the
Visual Arts survey had 'a major problem to negotiate', he stated, 'We finished most of the
field research work before Christmas...The problem...is one of conclusions. The problem
arises because Miss Glasgow at CEMA, alone among all the people who have supported the
Enquiry, has set her face against them.' 63 He specifically asked for the Trustees' backing to
go ahead with producing a document that would make recommendations as opposed to
producing a merely factual account as Miss Glasgow insisted and the fact that Martin sought
to gain the explicit approval of the Trustees in his bid for the report to include
recommendations is significant. As director of the Enquiry, Martin was asserting the right of
the report to maintain autonomy. Without the independence afforded by private funding, the
Enquiry may indeed have been limited to a purely fact-finding survey, and as the following
extract from his report to the Trustees shows, Martin was at pains to avoid such an outcome.
He stated,
When we started, the Deputy Secretary at the Board of Education...pointed out that the
Board would welcome a conclusion which led to the continuance and the expansion of
CEMA. Since then, however, our work has shown that there are a number of very
important conclusions. The principal recommendation is that CEMA should, in fact, be
continued, and that it should continue to be linked with the Board, that it should be
autonomous and considerably expanded. We have, as you will see, reached precisely
the conclusion that the Deputy Secretary of the Board wanted. The question arises,
therefore, as to whether we are to bow to Miss Glasgow's ruling and submit a purely
factual record or whether we are to write the kind of report we would like, and deduce
conclusions. I feel so strongly on this myself that I want your backing. I do not believe
that a report which does not point up conclusions would be of the smallest value, nor
do I believe that it could be written.
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In March 1944, Cox met with Glasgow and received the following complaints about the
report. Glasgow stated that 'the scope of the report had been widened', that the group 'had
misled her and the Government as to the nature of the report, its scope and its time of
completion', and that despite a request from the Board of Education not to do so, the report
'included art in general education.' However, Glasgow stressed that 'it was the final chapter
on the Arts Council that had put the fat in the fire.' 65
 Despite Cox's assertion that 'the Arts
Council chapter was outside the terms of reference of the Enquiry' as it was concerned with
recommendations, 'which were the responsibility of the Trustees and not of the Central
Group', Glasgow refused to alter her position and stated that she was prepared to resign from
the Central Group over the issue of the report's recommendations.66 Given that Glasgow was
in communication with Lord Keynes, who was at that time preparing a report on the future of
CEMA, her cooperation was of the utmost importance as without her recommendation, the
report's reception would be undermined. That this was the case may be seen from a letter
from Keynes to Huxley regarding the reception of the report's findings.
In May 1944, Cox wrote to Leonard, stating,
I am enclosing a copy of a letter from Lord Keynes to Julian which gives you some
idea of Miss Glasgow's attitude to the Enquiry and the way in which she has
deliberately misled Keynes and others about the nature and value of the work...Julian is
replying to say that he has talked the matter over with K. Clark and they feel that
Keynes cannot adopt his present attitude and that it would have been impossible to
collect the information without a specialist group.67
Keynes had written to Huxley following a recent discussion on the subject of the Enquiry and
stated,
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In replying to your letter of May 15th I would rather not get mixed up in this. Miss
Glasgow, as you know, has been representing CEMA, and what I hear from her does
not encourage me to embroil myself. When I said the other day that I thought the
Enquiry was going badly, I meant no more than that it seemed to be failing in the high
usefulness, which at one time we had expected from it from the CEMA point of view.
I can well believe that the final report will be most interesting and important. I look
forward to reading it. But I gather that in the course of time its character has changed.
Originally it was meant to be a fact finding report completed within a reasonable time
(which was a long time ago) and directed by a body of laymen. I personally have been
eagerly awaiting those facts to help me in a report I had to make about the future of
CEMA. But my hopes have been disappointed and now clearly I shall have to get on
without them. Instead of the above, the project is now something much wider and is
being conducted by specialist groups with a view to containing defmite
recommendations about the future organization of the arts. I make no complaint of
this. As I say no doubt the results will be valuable and important. But it has not the
immediate practical usefulness for my own purposes that I had hoped for. And that is
why I grumbled.
Yours ever,
Maynard Keynes.68
The damage had clearly been done, but when Cox swiftly sent Keynes the long-awaited draft
of the report, Keynes had clearly misunderstood the scope of the report and, once he had seen
a copy of the draft, replied that he found it 'comfortingly factual.'
As the correspondence between Cox and Mrs. Hamilton demonstrates, Miss Glasgow was not
the only person to voice disquiet concerning the proposed recommendations. However,
although Cox failed to restore Glasgow's confidence, he was able to reassure Hamilton's
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misgivings about the scope of the enquiry, and this helped to counter the effects of Glasgow's
rejection of the report. Writing to Hamilton on 27th March 1944, Cox stated,
Mr. Martin and I both very much appreciate your point about the original terms of
reference of the Arts Enquiry, but we still have no intention of going beyond them in
our report to the Government Departments. As we see it our report will be basically
factual though throughout it we shall analyse the existing situation to show gaps and
weaknesses in the present system. Without this I think you would agree that a report of
our kind would be useless. Our Trustees, and the specialist Groups who have been
working on the material, naturally want us to make suggestions for the future. We
believe that certainly we should do this, but only at the end of the report. The
suggestions need not be sent to the Government Departments. I think you will
remember that at the last Central Group meeting we decided that the Trustees, in
publishing the report, could have at the end what suggestions they liked as long as the
Central Group was not associated with them.69
Following a meeting with Cox, Hamilton wrote, 'After our talk this afternoon my mind is
much clearer about the Arts Enquiry Report. I think it is plain that the various sections as
completed will be in part factual and descriptive, and in part analytic and critical: and that the
line between the two will be hard to draw.. .The result - a mixture of description and analysis -
does however present difficulties to the members of the sponsoring group who have not taken
part in the enquiries or the discussions: and these difficulties are in turn most acute in this
case of members who as civil servants must not publicly express opinions on the substance of
their jobs.'7°
Hamilton suggested two ways out of the dilemma, to make the Central Group responsible
only to the foreword of the published report which would present its findings as of 'general
social interest and value, but commit themselves no more than that', or, if the group were to
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take full responsibility for the report, for those members who have any official capacity to
withdraw from the group. Hamilton was unsure how far Glasgow would agree with her
suggestions, and proposed to send a copy of the letter to her as it was clear that 'the form of
publication will be affected by a decision to accept (1) or (2); so the sooner we can get this
cleared up the better.' 7 ' Cox replied that of the two alternatives, 'I know that we should
prefer the first.' 72 But by the 19th April, Cox wrote to her, undoubtedly anxious to know the
outcome of their discussions as was Huxley.
Having just returned from West Africa, Huxley wrote 'the Central Group...has taken no
active part in the preparation of the report, but has delegated all the actual work to the ad hoc
groups created for the purpose. It thus appears eminently suitable that it should appear, as
you suggest, as a body which should transmit the report to the appropriate Government
departments and other bodies concerned, perhaps expressly stating that this does not imply
agreement with any of the views expressed in it.' 74 Huxley then quoted from the book, 'An
American Dilemma' written by Dr. Gunnar Myrdal and funded by the Carnegie Corporation
in which it states, 'This study was made possible by funds granted by Carnegie Corporation
of New York. That corporation is not, however, the author, owner, publisher, or proprietor of
this publication, and is not to be understood as approving by virtue of its grant any of the
statements made or views expressed therein.' He concluded, 'in the case of the Central
Group of the Arts Enquiry the responsibility is even less, since they did not provide any of
the funds of the Enquiry.'75
Huxley thus highlighted the key issue in terms of the Enquiry's struggle for autonomy.
Despite the attempts by members of the Central Group to limit the recommendations
proposed in the Visual Arts Survey, ultimately the group was responsible to the Dartington
Hall Trustees, a fact made evident through Martin's reports. In a memorandum dated the 1st
May 1944, Hamilton wrote 'a summary record of the relations between this office and the
Arts Enquiry' in which she outlined the initial plan put forward by Martin and the approval
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granted by the Board of Education and Greenwood, the Minister without Portfolio. 76
Identif'ing Glasgow, Evans and herself as members of the group, Hamilton stated,
The main work of the Enquiry under Mr. Martin's direction, has however been done
through groups of which representative persons professionally engaged in the various
fields have closely and continuously collaborated.. .Thanks to the general sponsorship
of the Board of Education and the Reconstruction Secretariat, the groups, their
secretaries and field workers have had a good deal of informal assistance, especially
from the officers of the Board of Education. But the reports represent the independent
uncensored and, at times, quite contentious findings of the Groups themselves. They
are in no sense the findings of the committee: and Miss Glasgow and I have, at two
recent meetings of the Committee, been concerned to make it clear that we cannot
commit our Departments, or even ourselves as individuals, to anything beyond the view
that it is useful to have had the Survey made, and to have its results available for
discussion.77
Following the decision that the report would be published under the authority of the
Dartington Hall Trustees, Hamilton noted, 'It was further agreed that our names would not
appear' and concluded, 'I would only add that while not agreeing with various things in the
Reports, I certainly think they are extremely valuable and should be published.' 78 Hamilton
subsequently moved to the Ministry of Information and J. R. P. Maud, an old friend of
Martin's, was approached by Cox and asked 'to act as she has done as our representative at
the Ministry of Reconstruction.'79
Cox also wrote to Sir William Jowitt, now Minister Without Portfolio, at the Office of the
Minister of Reconstruction on 15th May 1944, stating, 'I have been asked by the Central
Committee of the Arts Enquiry to write to you about the progress of the Arts Enquiry, the
initiation of which was commended by Mr. Arthur Greenwood in November 1942. Since
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then we have been constantly in contact with your office through Mrs. M. A. Hamilton, who
is a member of our committee.' 8° He continued, 'Our system of work has been to combine
the Group method as practiced by P.E.P. together with a considerable amount of field
research. The Groups are in each case a panel of some ten or a dozen people who are experts
in their particular field. The field research has been conducted by our own staff and the
results have been submitted to the expert groups.' Cox outlined the progress of each of the
four reports, concluding, 'We are very much aware that the work has taken far longer than we
anticipated', citing the considerable extent of the work involved, difficulties in obtaining
suitable drafters and Martin's continued ill health as reasons for the delay. 8 ' Cox wrote again
a week later thanking Jowitt for his reply and assuring him that 'I have written to Sir Robert
Wood at the Board of Education to keep him in touch with the progress of the Enquiry and
have assured him that we will let him have the Reports as soon as possible.'82
The Visual Arts report was by now ready to go to press, but publication was dogged by
printing delays. In May 1944 Hamilton and Glasgow had undertaken to 'ask our
Departments to support the application that would, in due course, be made for printing the
Reports on the ground that here was a matter whose discussion was of public interest.'83
Following Hamilton's move to the Ministry of Information, Cox had written to Maud asking
him to support the application, which he did. Michael Young, then Acting Secretary of P.E.P
wrote an application to print only 2,000 copies of The Visual Arts report owing to 'the
present acute paper shortage' stating, 'Owing to the national importance of the Arts Enquiry's
work we have asked the Board of Education and the Ministry of Reconstruction to support
this application, which they have promised to do.' 84 Maud, who was at the Ministry of Food,
wrote to the Ministry of Labour to support Cox's application for an additional member of
staff for the Enquiry, stating, 'We in this office are of the opinion that the completion and
publication of these reports as soon as possible is in the national interest' and by 19th
February 1945, The Visual Arts Survey went to press. 85
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Bonham-Carter stated that, 'Despite all the handicaps and the belated date of publication, the
Arts Enquiry was a brave and valuable piece of research. It succeeded in assembling a mass
of facts about an obscure and largely unexplored subject, and made them intelligible not only
to the ordinary reader, but also to those in authority who, towards the end of the war, had to
make decisions about the patronage and subvention of the arts in our national life.' 86 The
Visual Arts Survey consisted of seven chapters that were compiled following the submission
of memoranda from members of the group. Prefacing these chapters were the Arguments and
Conclusions presented by the group and the Proposals generated from the findings of the
survey. The chapters were drafted by Peter Cox following the submission of memoranda by
individuals for group discussion.
The first chapter, 'Painter, Sculptor and Patron', drew on surveys conducted by Martin and
Cox and memoranda from Clark, Rothenstein, Newton, and Hendy. The second chapter,
'The Commercial Artist and Illustrator', was based on an essay written by H. S. Williamson,
who was also commissioned to write an essay on 'The Fine Arts'. Pevsner's memorandum
on 'The Designer in Industry', together with Black's memorandum on 'The Economic and
Political Problems of Artists and Designers', informed the third chapter on 'Design in
Industry and the Artist-Designer.' The fourth chapter, 'Schools of Art' was written entirely
by Cox, and was based on published material and written interview. Cox also wrote the fifth
chapter, 'Public Art Galleries', although Clark's memorandum on the Royal Collection was
incorporated into the chapter in its entirety. 87 Audrey Martin's reports on art teaching in
general education formed the basis of the sixth chapter on 'Art in General Education', and
Cox drafted the final chapter on 'Prints, Reproductions and Art Publications'.
Reflecting on the impact the finished report had, Cox wrote,
The report in its final form did not hit the headlines because, due to a long delay in
printing, its primary recommendation that a permanent Arts Council should be created,
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had already come about through Government action. However, the report had done its
work. Lord Clark was the deputy chairman of the Council for the Encouragement of
Music and the Arts and the final draft was put in the hands of Lord Keynes, the
chairman, and I know it was made use of..88
Nicholas Pearson, writing in his book The State and the Visual Arts, affirmed that
While the report was published in 1946, its proposals and recommendations were first
formulated in 1944. This two-year gap must be understood in relation to the
consultative process - that is, the report's text and argument were in discussion among
a privileged group well before publication. While, therefore, the Council for Industrial
Design and the Arts Council were announced by the Government before the publication
of 'The Visual Arts', the Enquiry's arguments and recommendations for the
establishing of a Design Council and an Arts Council were in circulation well before
the Government's announcements.89
In the preface to the published report, it was stated,
The Proposals which are placed at the end of the Argument and Conclusions were
formulated in November 1944. They recommend, amongst other things, the
establishment of two authoritative bodies: a Design Council, to take the place of the
Council of Art and Industry; and an Arts Council, to take over and develop the work of
the Council for the Encouragement of Music and the Arts (C.E.M.A). During the last
few months, while the report was being prepared for publication, the Council of
Industrial Design was appointed by the President of the Board of Trade. It is similar in
many respects to the Design Council recommended in this report. And at the moment
of going to press it was announced that the Council for the Encouragement of Music
and the Arts has been reconstituted on a permanent basis as the Arts Council of Great
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Britain. This body will probably fulfil many of the functions allotted to the Arts
Council proposed by the Visual Arts Group of the Arts Enquiry.
Thus The Visual Arts Survey exceeded all expectation in that, having fought for the right to
maintain its autonomy, the proposals put forward by the group were not simply taken into
account in the development of post-war reconstruction, they were swiftly acted upon and
resulted in their recommendations being brought into effect even before the publication of the
report in 1946.
As this chapter has shown, idea for the Arts Enquiry was conceived by Christopher Martin in
the summer of 1941. Having secured the support of the Board of Education and the Minister
without Portfolio, Martin put his plan for the future of the Arts Department to the Dartington
Trustees. Without the financial support of the Trustees, the survey would not have taken
place and it was largely due to the Elmhirsts' support of Martin's administration of the arts
department that the Enquiry was undertaken. The completion of the visual arts survey and
the publication of the recommendations of the group were due entirely to Martin's
commitment to the project right up until his death in 1944. His last report to the Trustees on
the subject insisted that recommendations should be made, despite objections from members
of the Central Committee. The Elmhirsts regarded the Enquiry as a legacy to Martin, and this
is reflected in their commission of the Henry Moore memorial figure in recognition of his
vital contribution both to the arts administration at Dartington and his part in the creation of
the Arts Council of Great Britain.
Peter Cox stated,
Henry was the obvious choice for making a memorial to Chris Martin; he and Chris
had become good friends through the Arts Enquiry. Dorothy asked me to negotiate the
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contract with Henry, which I did with the help of Cicely Martin and Phillip Hendy,
another member of our Arts Enquiry Visual Arts group.9°
Moore completed the memorial figure by November 1946 (fig.118), before he went to
America, and received a cheque from Dorothy for £750. She wrote at the same time, 'I want
to take this occasion to tell you how proud and happy we shall be to have it as a permanent
addition to Dartington. Bless you!' 9 ' By May 1947 the figure, carved from Horton stone,
was installed at the site chosen by Moore. He wrote to Dorothy on 18th May,
Perhaps if I attempt to say briefly what I set out to do in the figure - that may meet your
request for a short statement for your News Sheet. I tried to make a figure which could
rightly be called a 'memorial' figure. I wanted the figure to have a quiet stillness and a
sense of permanence as though it could stay there forever - to have a strength and
seriousness in its effect and yet be serene and happy and resolved, as though it had
come to terms with the world and could get over the largest cares and losses.92
Moore created a fitting tribute to Christopher Martin. The memorial figure is one of only a
few pieces directly commissioned by the Elmhirsts. It is unusual in the sense that no other
individual's contribution to Dartington has been recognized in such a way. By seeking to
give a sense of both permanence and serenity to his sculpture, Moore gave visual expression
to those qualities which echo throughout the Dartington landscape. As Moore stated,
The figure is a memorial to a friend who loved the quiet mellowness of the Devonshire
landscape. It is situated at the top of arise, and when one stands near it and takes in the
shape of it in relation to the vista one becomes aware that the raised knee repeats or
echoes the gentle roll of the landscape. I wanted to convey a sense of permanent
tranquillity; a sense of being from which the stir and fret of human ways had been
withdrawn, and all the time I was working on it I was very much aware that I was
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making a memorial to go in an English scene that is itself a memorial to many
generations of men who have engaged in subtle collaboration with the land.93
The memorial figure gave concrete expression to one of Dorothy's abiding concerns.
Dorothy was, like Moore, conscious of a debt to past generations and the Elmhirsts'
restoration of the great hall and courtyard combined with the redesigning of the gardens
reflected a vision of a community united by a common goal. In an undated note, Dorothy
wrote,
We can't regard ourselves as isolated and independent owners of this place. I think we
are conscious every day, almost every hour, of our debt to the past. Dartington
represents great conceptions of the past. The man who conceived these two courtyards,
his successors who planned the garden - and countless others who have added to the
grandeur and dignity of the place - to all of them we are bound by a great tradition. We
want to preserve tenderly what they have handed down to us, and we want to make our
own additions to it in the same spirit. That means again a certain quality in our work -
a certain bigness of conception.. .1 mean this in relation to furnishings as well as to
building and construction. Those are the two values which are important to me -
beauty, and the relation of the past and future which Dartington itself imposes.
Another kind of place would not perhaps have made the same demand.94
The reclining figure has, unlike most other works, remained in its intended site without
interruption, becoming firmly rooted in the Dartington psyche. The resilience of the form
reflects that of the Great Hall across the terraces, and when facing the figure it can be seen to
accentuate the centrality of the Hall itself against the skyline, quite literally repositioning it in
the context of modernism. The Medieval topography of the terraces became reinvigorated
and redefined by Beatrix Farrand's landscape designs, and in a similar way it could be argued
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that Dartington itself became redefined through the visual language of Moore's reclining
form.
Moore's work was both the first bought and one of the last commissioned examples of
English modernism at Dartington, occupying both the interior of Dorothy's morning room
and the expanse of the terraces - both private and public spheres. The memorial figure was a
private commission undertaken in memory of one who was committed to bringing Dartington
to the forefront of research relating to arts administration in Britain. That Martin's
contribution to the Dartington project was commemorated through the medium of a public
sculpture is therefore entirely apposite.
Like the Arts Enquiry itself, the memorial figure stands as a testament to the ElnThirsts' belief
in Christopher Martin. Through his efforts, Dartington made a vital contribution to the task
of post-war reconstruction. Yet the achievements of the arts administration were made
possible only through the sustained support of the Elmhirsts, and it was Dorothy's vision of
the place of the arts in society that underpinned the entire venture. As this thesis has set out
to demonstrate, this is nowhere more apparent than in the development of the visual arts at
Dartington.
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Conclusion
This thesis has been written with the intention of rectif'ing an omission in current scholarship
regarding the development of the visual arts at Dartington. Overall understanding of
patronage between the wars is still somewhat piecemeal, and it is hoped that this thesis will
become part of a much wider field of enquiry regarding the promotion of the arts in Britain in
the inter-war period. As an example of this wider enquiry, we might ask how the Dartington
experiment relates to recent discussions concerning British art of this period. To take one
important recent analysis, Virginia Button's dissertation on the Neo-Romantic movement in
England between 1935 and 1956 offers one of the few substantial accounts of the supporters
and protagonists of the modern movement in Britain. Button asserts that,
The traditional elite, the patrician class, had been conscious of its own decline at least
since the beginning of the century and certainly since the First World War, which
systematically annihilated their sons, destroying all sense of future hope and proving
the redundancy of their class. By 1938, Lady was well aware of the trends which after
the war would seal the fate of the aristocracy when she observed that, 'Society as
such. . .now means nothing, and it represents nothing except wealth and
advertisement.. .It does not represent what it formerly did, and it is well that this should
be understood.. .England has become Americanised.'
Hostility towards Americans was also encountered at Dartington, where the combination of
Dorothy's nationality and her wealth aroused considerable opposition from the local
population. The following example demonstrates the reception Dorothy and her family
received upon their arrival in England and reveals the general dislike of Americans professed
by the gentry. Michael Young recalls how, 'At one local fête where Dorothy's son, Whitney,
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went in for a motor cycle race with his Norton, the local grandee said in her opening address,
'If there's one thing I can't stand, it's Americans." 2 The venture at Dartington was regarded
with open suspicion not only by the gentry, but by the clergy and local farmers as well. With
their refusal to enforce church attendance at the school, the Elmhirsts invoked the fury of the
rector at Dartington and by setting the precedent of paying the agricultural minimum wage to
farm labourers, the Elmhirsts also antagonized local farmers. The wages offered by the
Elmhirsts were so much higher than those paid by the surrounding farms that local farmers
faced the discontent of their own workers.
In this context of social change, the place of the country house was critical. As Button notes,
'Apart from the village, the main signifier of 'country culture' was the country house, imbued
with the authority and virtues of an old order associated primarily with the eighteenth
century. It represented the civilizing ordering of chaotic nature as well as the symbol of a
proper set of social relations.' When we consider the appearance of Dartington and the
kinds of art practice promoted there, Button's comments on Neo-Romanticism seem
especially apt.
The prominent concern of Neo-Romantically-disposed artists and patrons was
reaffirmation of a national identity in the visual arts based on the relationship between
the artist and the landscape. Inspired by the English literary tradition they aligned
themselves with the preservation movement of the inter-war years and the protection of
what they regarded as the touchstone of British life and culture. They were deeply
moved by the apparent demise of something particularly English, namely a
gentlemanly and rural-based way of life, symbolized by the country house.4
The Elmhirsts' purchasing of the Dartington estate may thus be taken as symptomatic both of
the 'Americanisation' Lady Londonderry feared and of a Neo-Romantic impulse which
sought to restore the dignity of a previous age by preserving the beauty of past generations.
239
As this thesis has shown, the introduction of modern communications and technologies
revolutionized the role of the country house within rural society. No longer the sole preserve
of the landed gentry, the function of the English country house became subject to revision
following the First World War. The Elmhirsts' severance of links with traditional forms of
culture in Devon caused considerable controversy, and Dartington quickly acquired the
reputation as a haven for subversives and foreigners. The Elmhirsts' acquisition of the
Dartington estate signalled an end to tradition. The school rejected outright many of the
standard practices of the British educational system and turned instead towards a system that
practised an egalitarian approach. As Peter Cox, principal of the Dartington College of Art,
stated,
I wonder if you fully realise the explosiveness of what the mixture of Cuny, Tobey,
Ellen van Volkenburg, Margaret Barr et al stood for - how frighteningly subversive it
was. Our British educational system was still geared towards the needs of Empire. It
was based on the public school ethic with its emphasis on obedience, hierarchy,
masculinity, discipline ultimately maintained through use of the cane, service to others,
personal integrity, good clean living, and competitive sport.5
This rejection of traditional values places Dartington within debates concerning the position
of the country in relation to urban concerns. The Elmhirsts were responsible for the most
comprehensive experiment in rural reconstruction in the inter-war period. Whilst Dartington
may, to this day, be regarded as a somewhat timeless idyll embodying many of the
characteristics of a retreat from the cares of modern life, it was, as this thesis as shown,
simultaneously engaged in the development of strategies that have had a lasting impact on
governmental policy regarding the management of the arts in England.
I have sought to bring to public awareness the lasting significance of Dorothy Elmhirst' s
personal contribution to the Dartington project as expressed through her own recollections of
her life and her unique perception of the function of the arts in society. By providing a
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detailed analysis of the manner in which the development of the visual arts at Dartington
related to the aspirations of its founder, I hope that I have demonstrated that Dartington was
not merely a place where professionals stayed for a short time to indulge in the generous
hospitality provided by their hosts, before moving on to take their ideas developed on the
estate to urban centres. The visual artists that Dorothy invited to the estate may have found
Dartington to be sanctuary from persecution by the Nazis or a personal retreat from urban
centres, but whilst there they collaborated in the development of an experimental programme
of art education. Dorothy's involvement in the Dartington project may be most clearly
perceived in the early thirties. Her desire to see the arts flourish at Dartington led to the
formation of a coherent arts administration which responded to the impact of the war with a
plan to create an arts centre at Dartington that would bring modern art to rural England at a
time of national crisis, through exhibitions and the formation of the Dartington Hall Art
Studios.
As mentioned in the introduction, the visual arts at Dartington were but one facet of a
comprehensive programme of rural regeneration that included education, farming, industry,
the crafts and architecture. This thesis has, however, demonstrated that the development of
the visual arts at Dartington may in fact constitute one of the most prominent aspects of the
entire enterprise. Not only did the artists on the estate develop a programme of art education
and exhibition in collaboration with significant figures associated with the modem movement
in England, they did so with the support and encouragement of an arts administration
dedicated to fostering a synthesis of the 56
Dartington's contribution to the visual arts in Britain may thus be seen to have concerned not
only the promotion of modem art, through Dorothy's direct patronage and the development
of an arts centre on the estate, but also the development of a plan for the management of the
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arts in post-war Britain that promoted public subsidy of the arts throughout the country. The
Visual Arts Survey stands as a testament to the Elmhirsts' belief in Christopher Martin's
capacity to take stock of the position of the arts in England and to make recommendations on
the basis of his findings. The experiences gained as a direct result of his management of the
arts at Dartington enabled him to organize and oversee the coordination of the largest and
most comprehensive survey of the position of the arts in England ever undertaken in the
period before and during the Second World War. Responding to wartime conditions, the arts
administration played a crucial role in the development of government policy regarding the
management of the arts in post-war Britain and used the funding provided by the Elmhirsts to
compile a report which, despite opposition, maintained the right to formulate and submit
proposals regarding the position of the visual arts in England. The project resulted in an
evaluation of the future of the arts in England and secured Dartington's place as a pioneering
establishment that made a significant contribution to post-war reconstruction.
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DI-IA.
" Gould, unpublished manuscript, 1974, Ch.10 p.14. DHA.
42 DWE personal diaries. October 17th 1911. DHA.
" Ibid.
Ibid.
' From biographical notes written by Dorothy Elmhirst March 1963. p.6. DWE General Si.
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46 Ibid, p.7.
47Willard Straight in, India House. A description prepared from historical material collected by H. W.
Foster of the New York Title and Mortgage Company, p.1. DWE Family 2A, DHA.
48 Ibid.
49Ibid, p.10.
50 Levy, David. W, Herbert Croly of the New Republic, Princeton University Press, 1983, p. 187.
Ibid, p. 187, n.7, referenced from Croly, Willard Straight, 1924, p. 472.
52 Ibid, p. 219.
Ibid, p. 224.
54Ibid, p. 199.
55n,id, p. 86.
56Ibid.
57Ibid, p. 88.
58 Ibid.
59Houses for Town or Country, 1907, p. 77, in Levy, 1983, p. 89 n.45.
60Croly asserted that once traditional forms had been mastered, then Americans might 'demand that
these forms be modified, with a special view to giving them a high degree of individual, local and
national propriety.' Houses for Town and Country, in Levy, 1983. p.89.
61 Ibid, p.92.
62Swanberg, 1980. p.357.
63These were 'Women on a Balcony', 'La Virgen de la Pena', 'Pepita La Gitana', and 'Sepulveda'.
Two more paintings, The bullfighter 'El Corcito' and 'The Gipsy Dancer La Gitana' were listed as also
being in the Straight collection.
DWE personal diaries. February 27th 1909, Line a Day Diary. DHA.
65 New York Times Magazine, January 215t 1917, 'Zuloaga as Seen by One Who Knows Him Well'
p.1 6. Information supplied by Karolyn Gould.
66 Brinton, Christian, Zuloaga, exhibition catalogue, New York, Redfield-Kendrick-Odell, 1916, p.7.67 The New Republic, December 23id 1916, p.210.
68 Both Ruth Morgan and Daisy Harriman visited Dartington following Dorothy's remarriage. Ruth
visited in February 1926, July 1928, July 1929, April 1931. She died in March 1934. Daisy Harriman
visited in October 1935. See Visitors' Book for the Private House, DHA.
69DWE, Junior League Magazine, 1951, p.3. DWE General Si, DHA.
70 It was designated an official landmark in 1968.
Article from Harpers Bazaar, 1969, quoted in Manhattan East, January 12th 1971, p.3. DWE Family
6 DHA.
72 DWE Family 6. Miss Bogue Domestic Reports. Letter dated July 1927, p.2.
Ibid. Letter dated February 1927, p.3.
Ibid.
Ibid.
76 Ibid. Letter dated December 17th 1929.
Although it has now been moved to the top floor of the house.
Chapter Three.
'Dorothy and Willard Straight.
2 In 1926, Leonard employed the architect William Weir to reconstruct the hammer-beam roof of the
Great Hall. Weir was the leading expert on the restoration of ancient buildings and was involved in the
Dartington project for a period of seven years.
DWE Personal diaries, 30th May 1925. Diary embossed 'DWS' with clasp, DHA.
Old Parsonage, later renamed as Old Postern, was bought from the church as it was in good
repair and habitable - unlike the Hall at that time.
Wiring of the house began in October 1925. Electricity was provided by a paraffm engine until a
new hydro-electric station was completed in 1930 which served the needs of the whole estate. Water
mains were laid to the estate, a reservoir built and pumping engines installed. Sewage works were also
built, as were new roads, which provided a transportation system to the estate. (see Young, 1981 p.
114).
6 have elected to exclude the Elmhirsts' collection of pots and textiles from this thesis as I draw the
distinction that they fall into the category of the applied arts, and that the pots were mainly collected by
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Leonard. The scope of the thesis concerns Dorothy's promotion of the visual arts at Dartington and as
such will consider the paintings, prints and sculpture acquired by her, excluding the crafts. For further
discussion on this subject, see the intioduction.
7 Young, 198!, p. 113.
8 Peter Cox, May 1st 1951. D. H. Summer Exhibitions Photo Album, DHA.
9 Harrison, 1994 (1981), p.233.
'° Marlborough Fine Arts Ltd, Art in Britain 1930-1940 Centred Around Axis, Circle, Unit One,
exhibition catalogue, London, 1965.
Ibid.
12 Stephenson, Andrew, 'Strategies of Situation: British Modernism and the Slump c. 1929 - 1934,'
The Oxford Art Journal, February 1991, p.31.
' Harrison, 1994, (1981), p.185.
Ibid, p. 194.
Ibid, p. 165.
Stephenson, 1991, p.35.
' The material of the actual sculpture purchased was Verdi di Prato, not bronze. T. Applied Arts 1.
Henry Moore, DHA.
18 In 1928, Moore was thirty years old and had yet to be acclaimed as England's most renowned
modernist sculptor.
19 Leonard and Dorothy had both seen Fox-Strangways' work in London. Leonard wrote to Bernard
Leach on 6th December 1926,
'Both Mrs. Elmhirst and I were delighted with what we saw of Miss Fox-Strangways' exhibit in
London. Had we not been still engrossed in what I call the 'bread and butter' end of our enterprise
here, I would have gone ahead long before this, but until we have arranged for the utilization of our
raw materials in preparing our own quarters and life, I have not dared to go deeper into the more
attractive creative ends.' T. Applied Arts. 1. Bernard Leach. DHA.
20	 to Dorothy's appointment diaries, Fox-Strangways initially came to Dartington to meet
the Elmhirsts on the 22nd February 1927 followed by another visit on 3rd March.
21 Her mental health suffered and she was unable to continue her work on the estate, moving to London
for treatment with the analyst Dr. Grace Pailthorpe (also associated with the surrealist movement in
Britain). The treatment was paid for initially by Dorothy, yet she expressed reservations regarding a
request by Fox-Strangways for an increased allowance. (See n. 23.)
22 In an undated letter, Fox-Strangways wrote to Leonard about the purchasing of these paintings, and
to express her gratitude for the watercolour given to her as a gift. LKE and IFS Corresepondence.
DHA.
'I don't know how to thank you for the St. Ives, which Dorothy told me to go and bespeak for
myself today. It is such a lovely, lovely thing! I saw Mr. Reid at the Lefevre gallery, who said
that he would write to you about the other three pictures you reserved. I thought Dorothy said
she would write about those, so I told him I believed you wanted them, but I couldn't say quite
definitely - the Chelsea one grew on me enormously while I was talking to him. It really is a
wonder! Dorothy had instructed me to ask them to send the oil painting of the 'Paris Street' on
approval, if it was not over £40. It is actually 50 guineas, but Mr Reid promised to ring up Mrs.
Wood's agent, and see if he could get a reduction. He said there was another man after it, and
that Mrs. Wood didn't care half so much about getting her price, as about distributing the
pictures among as many collectors as possible. I pointed out that in my view she would serve
her son's memory better by letting you be the custodians, and that you already had all the best of
his oil colours that I have seen; so he undertook to see what he could do. I am so excited about
the St. Ives. Thank you a thousand times!'
23 Dorothy wrote to Leonard, 'About Jane - She has written asking for a larger allowance from
Elmgrant to enable her to live and work with Dr. Pailthorpe. I don't know what to say, Jerry. Her
plan, I believe, may be a wise one, but we have given her so much money over a long period of years -
gifts, disproportionate to what we have given others - that it seems like an overindulgence to increase
the contribution now.' (Dorothy and the children referred to Leonard as 'Jerry'.) Leonard visited Fox-
Strangways and 'went over all the figures with her', her allowance was not increased. LKE and DWE
Personal Correspondence, DHA.
24	 wrote, 'I wonder if you would care to give, every now and then, additional space in Time
and Tide to Art criticism. I am sending you, herewith, an article by Sylvia Fox-Strangways on recent
surrealist films and exhibitions, thinking you might be interested in her point of view.' Fox-
Strangways' interest in surrealism merits further research.
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25 LKE & JFS correspondence. DHA.
26 Fox-Strangways mentioned other works which Leonard may wish to buy, asserting,
'I am inclined to think that the Baby (No. 35) is the best thing of hers in the room - I did not know
whether you were anxious to buy something of hers, so I inquired the price, which is £80, a great deal
more, of course, than the one you mentioned. LKE & JFS correspondence DHA.
27 Stephenson, 1991. p.35.
28 These are listed as 'Pilchard Nets', 'Fishing Boat, Feoch', 'A Nursery Bunch', 'Alwoodii Pinks',
'Ragged Robin', 'Trees', 'Flowers, Duiwich', and 'Flowers from Malmaison'.
29These were, 'Pilchard Nets', 'A Nursery bunch', 'Trees, Bogreen Wood', and 'Flowers in Pots,
Dulwich'.
30 These were, 'Mirror', 'Flowers from Malmaison', 'Flowers from Bankshead' and 'Feoch'.
31 This is deduced from the fact that they are listed in the 1932 insurance inventory of the contents of
the Elmhirsts' private quarters.
32 From private correspondence between DWE and LKE. DHA.
Both listed in the 1932 insurance inventory.
Correspondence between DWE and B.Nicholson. Letter from DWE to B.N. dated 3ls January
1934. See DWE ARTS l.A. DHA.
The paintings were, 'Still Life with Jug and Bottle', 1933, and 'Cornish Cottages'. In an undated
letter, Stokes wrote to Nicholson from 'The Muniment Room Dartington Hall'and described his stay
at the Hall as follows, 'I haven't had a very impressive time just lately: waiting about mostly. There is
a bell rope passing from the ceiling through the floor of this room, and birds cackling very low down in
the chimney. I suppose its alright. I have got all your pictures here and they look surprisingly well. I
think they will have an effect upon the artists of the place, particularly the new one.' Stokes added a
postscript which stated, 'You ought to go and see my old flat now occupied by the Brandts. Pritchard
has put in partitions with good effect.' From this note, it is evident that the letter was written after
1937, when Stokes moved out of the Lawn Road Flats, designed by Wells Coates in 1933, and moved
to Fitzroy Street. It is possible that the new artist Stokes was referring to was Collins, who had
recently moved to Totnes and had joined the arts department staff. See TGA 8717.1.2.4557.
36 letter dated the 5th November 1930 from Dorothy to Lucy Wertheim concerns a misunderstanding
over the price given for thee paintings by Christopher Wood. It is clear that Fox-Strangways was
involved in the selection of these paintings for the private house. 'The Man in the Cart' is the only
painting named and it cost £450. The Elnihirsts' 1932 insurance inventory indicates the identity of the
other two paintings. This may be referenced against photographs of the interior together with the List
of Works in the 1938 Redfern Gallery catalogue of Christopher Wood's paintings to show that the
athtings were, 'The Ship Inn, Mousehole, Cornwall', 1930 and 'The Artist's Cottage, Paris', 1930.
He wrote, 'I've insured myself a little by gethng them to offer to change it for one or two others if
'ou don't approve.
8 DWE Arts 1. D. Letter dated the 4th October 1930. DHA.
Leonard may have decided to keep the name of the picture he had chosen to himself, but it is
identifiable from the 1932 insurance inventory as 'The Ship Inn, Mousehole' and which was hung in
his study. Some years later, in 1939, he wrote to Dorothy,
'On Sunday morning at 10.20 we all set off for Lands End calling at Mousehole on the way - a
fascinating place.. .1 found the little hotel balcony from which Christopher Wood painted my study
picture and it means so much the more.'
40 The titles of the pictures are omitted, but it has been possible to identify three of the five. The first
sketch was of 'Mending Nets, Treboul Harbour', which Leonard described as 'free and lively, simple',
The second was No. 433 P.Z.134. Leonard noted, 'He loved boats and bits of distant landscape but I
didn't think the two quite pulled together in this. The third painting remains unidentified, but was 'A
very lovely sea picture - lots of light and better unity and a puzzling pattern that I think we would have
loved more and more - not so conventional as the one above. The fourth sketch was most likely of the
church at Treboul described as 'jolly - but just a little ordinary."
41 These were 'The Man in the Cart', 'The Ship Inn' and 'The Artist's Cottage, Paris'.
42 Dorothy wrote, 'It was a great surprise and delight to receive the two Frances Hodgkins water
colours, which are full of a kind of fresh flowing beauty. We have already hung these two pictures and
I know they are going to bring great delight to many people. Thank you many times over for such a
gift.'
' The exhibition at the Wertheim Gallery of paintings by the late Christopher Wood was held between
February 4 and February 27 1931 at Burlington Gardens. A copy of the catalogue is held in the
archive, and there are six items ticked. 'Jug of Flowers with Landscape', 'Evening, Brittany',
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'Mending Nets', 'Church by the Sea', 'Portrait of Innkeeper', and 'Crocuses'. There is no mention of
this exhibition in Dorothy's appointment diary, and apart from a mention of lunch with Jane on 13th
February at Kings College followed by a brief visit to Cambridge she appears to have remained at
Dartington that month, enduring a bout of flu that lasted from 22nd February until 6th March. It is
most likely, then, that Fox-Strangways visited this exhibition on Dorothy's behalf, although no further
purchases were made. However, the preference noted for several works in this exhibition does have
some future bearing. In April 1932 three oil paintings were bought from the major retrospective
exhibition at Alex, Reid and Lefevre. One of these was the 'Crocuses' viewed at Wertheim's
exhibition the previous year. The other paintings were 'Brittany Fisherwoman' and the most important
work by Christopher Wood owned by the Elmhirsts, 'Dancing Sailors'.
' On the 5th April 1932 Dorothy travelled to London to attend Richard OdIn's opening performance
and, the following day, had lunch with him and her daughter Beatrice before returning to Dartington.
On the 13th she was again in London and, amongst a busy diary schedule, mentions meeting with Jane
on the 15th and later that day seeing Mark Tobey. It is certainly possible that, although there is no
mention of where they met in Dorothy's diary, Jane took her, and possibly Leonard, Mark Tobey and
Michael Straight, to see the Christopher Wood exhibition at the Lefevre Galleries. This speculation
can be substantiated by a letter dated three days after their meeting dated the 18th April from the
Lefevre Galleries to Mrs. Elmhirst, do Miss Fox-Strangways which refers to two paintings under
reservation, one of which was 'Brittany Fisherwoman', and mentions that 'we shall be very obliged if
you can possibly arrange to come at your earliest convenience to see these again.' Dorothy and
Leonard had travelled from Victoria on the 16th to Italy, where they spent over a week in Portofmo
before returning via Paris to London on the 26th, and thus were not available to answer
correspondence themselves, making the role Fox-Strangways assumed as their intermediary all the
more important at this time. On the 27th, the day after returning to London, Dorothy met with Jane for
tea and no doubt discussed the three paintings which were now reserved at the Lefevre. The most
likely conclusion that can be drawn from this reconstruction of events is that Dorothy reserved two
paintings whilst viewing the exhibition with Jane, the second painting most likely being 'Dancing
Sailors' and that all subsequent correspondence was directed to Jane Fox-Strangways whilst Dorothy
and Leonard were in Italy, Jane herself going to view the paintings a second time on the Elmhirsts'
behalf. The receipt for the paintings bought from the Lefevre exhibition, whilst dated May 1932, gives
the actual date of purchase as the 25th April. It is therefore possible to conclude that whilst the
Elmhirsts' were in Italy, Jane acted as their authorised agent and negotiated for the paintings, acting on
their instructions, which were paid for in full on the 5th July 1932.
Letter to R. Harrison. February 8th 2000.
46Ibid.
For example, the Wood painting, 'Street in Paris', and Naum Gabo's 'Kinetic Sculpture'.
48 In the catalogue of the exhibition of watercolours by Christopher Wood at the Lefevre Galleries in
February 1934, four items were ticked and prices noted in what is almost certainly Jane Fox-
Strangways hand. These same four watercolours were those bought by the Elrnhirsts and in a letter to
Alex, Reid and Lefevre dated the 10th February, Dorothy wrote 'We should like defmitely to buy the
four water colours, 'Chelsea Bridge', 'St. Ives', 'The Bristol' and 'The Cows'. The St. Ives picture is to
be delivered to Miss Fox-Strangways and the other three to be sent here to Dartington Hall.'
49 DWE Arts 1. DHA.
50 DWE Personal Correspondence A. DHA. Letter dated February 19th 1934.
SI Dorothy had also asked Fox-Strangways to see which paintings of Woods were of particular merit
and available to buy, receiving a very full response on 14th December in which she draws particular
attention to a street scene at Lefevre as well as a painting of two acrobats at the Redfem Gallery. It is
clear she, like Ede, was asked to look for a painting for Dorothy's eldest son as she writes 'I rather
think for Whitney the street scene would be the best of all. I feel it is the best value; but I should very
much like you to look at the two acrobats some time, on your own account.' In fact, Dorothy chose not
the street scene but the 'The Acrobats' and had it sent to Whitney on approval, as a letter from Nan
Kivell at the Redfem Gallery dated 31st December 1935 confinns.
52	 Dorothy was looking to acquire more paintings by Wood can be seen from a later letter to Ede
dated 10th December 1935 in which she writes, 'My other son Whitney is very anxious to have a
Christopher Wood picture and I have been hunting about in the galleries and fmding nothing very
good. Do you know of any Kit Wood picture that is for sale? I should be very grateful to you if you
could find one for me.' Ede contacted her immediately, followed by a quickly written note sent on the
14th December in which he writes 'I have got a boat scene, estuary - little boats - dark sails etc. of Kit
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Wood (80). It might be your cup of tea. I made a mistake over 'Barber's Family' - it's £60 and not
£45, so I send this in haste.'
53 DWE Arts 1D. DHA.
54DWE Arts 1.D. Letter dated 30th October 1935. DWE to Ede. DIiA.
55 DWE Arts lB. DHA.
56 DWE Arts lB. DFIA. Letter dated 27th January 1936.
On the 8th February 1936, Dorothy wrote to Nan Kivell offering to deliver the two remaining
paintings to the gallery in person the following Tuesday as she was coming up to London (Dancing
Sailors had been collected from 42 Upper Brook Street separately), which demonstrates her
commitment to loaning the paintings from Dartington. Her diary for that day shows that she met with
Jane after an appointment with her lawyers so it is possible that she did take the paintings with her to
London on that day to deliver them with Jane in the afternoon. The following day she met again with
Jane, and that evening attended Jim Ede's party before retuning home at noon on the 14th.
58 Whitney Straight also acquired one of Wood's last paintings 'Zebra and Parachute' which is one of
Wood's most important paintings.
DWE Arts 2. A. Letter from DWE to H. S. Ede dated 11th March 1936. Dorothy wrote,
'I should love so much to see the Kit Wood paintings with you, but I am afraid we are not going
to be in town again until just before we sail - that is March 25th and 26th. We found two new
pictures this time which charmed us both; a little flower picture with a white background,
hanging over the desk; and then an unfmished picture of the Fisherman's Farewell. I do hope the
critics will give Kit Wood the place he deserves. I think Jan Gordon was far too casual about
him. But perhaps I have an exaggerated opinion of Kit Wood. I wonder!'
60 DWE Arts 2. A. DHA.
61 The exhibition catalogue lists 'The Fisherman's Farewell' as being in the possession of Dr. and Mrs.
Lucius Wood along with several flower paintings, one of which entitled 'Flowers in a White Mug'
could possibly the one referred to, as all the others are referred to specifically by the name of the
flower.
62 DWE Arts 1. B. DHA.
There are no receipts for this painting. See Jeremiah, 'Dartington - A Modem Adventure', in
Smiles, 1998, p.65.
See Harrison, 1994 (1981). p. 273.
65 The exhibitors were, Calder, Domela, Erni, Gabo, Giacometti, Helion, Hepworth, Holding, Jackson,
Leger, Miro, Moholy-Nagy, Mondrian, Moore, Nicholson and Piper.' See Harrison, 1981. p. 274.
It was Bernard Leach who advised Sven Berlin to write to Dorothy. See Sven Berlin
correspondence DHA.
67 Letter from Gabo to DWE dated 5th December 1935.
68 DWE Arts 2. A. DHA.
69 DWE Arts 2. A. DHA.
° Exhibition catalogue, Kettle's Yard, an Illustrated Guide. University of Cambridge, 1980.
Introduction by Jim Ede. The actual date was 1928, not 1926.
71 It is not known when the statue was acquired.
72 DWE Arts 2. F.
Martin to Clark. 14th October 1940 TGA 8812.1.1.3.
74 DWE Arts 2. F. DHA.
Letter dated January 1944.
76 Peter Cox, 'My Time at Dartington', unpublished manuscript, 1999, p.63. DHA.
Ibid.
78 Sven Berlin correspondence. DHA.
The Elmhirsts had first come across Hodgkins work when they viewed the Christopher Wood
paintings at Wertheim's gallery in 1930. Hodgkins was, like Wood, associated with the Seven and
Five Society, although she joined two years later, exhibiting for the first time with the group at Arthur
Tooth's gallery in March 1929. In that exhibition, Hodgkins showed two oil paintings and four
watercolours and of these four, three were still lives and one was entitled, 'Spaniels'. Whilst the 1932
insurance inventory for the private quarters at Dartington fails to list any work by Hodgkins, an
inventory of the same date for the Old Parsonage, the house initially inhabited by the Elmhirsts, shows
a watercolour by Hodgkins was hung in Bedroom number 1. This must have been one of the two
watercolours sent by Wertheim in November 1930 over the misunderstanding over the price of the
paintings by Christopher Wood. There remains, unfortunately, no record of which watercolour this
was, as Wertheim asks only that the Elmhirsts 'do me the pleasure of accepting as a gift two Frances
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Hodgkins watercolour drawings one of which I luiow your husband admired and I think you liked the
other.' DWE Arts 1 B. DHA.
80 It is significant that, despite acquiring examples of Hodgkins work as early as 1930, the Elmhirsts
did not appear to make purchases of their own account until May 1940 when they bought the gouache
'Farm Implements', 1939, from the Lefevre Galleries. This was one of thirty two gouaches, which was
exhibited along with six pencil drawings, one of which was 'Narcissus and Fruit', later bought by
Dorothy in November 1946. Receipts show that Dorothy also bought the gouache 'Ibiza' from the
1940 exhibition, although from the catalogue it appears to have been listed as either 'Courtyard, Ibiza'
or 'San Jose, Ibiza'. Four years later, in May 1944, the Elmhirsts bought the gouache 'The Tithe
Barn, Cerne Abbas' from the Lefevre Galleries, and they continued their consistent purchasing of
Hodgkins work throughout the forties. DWE Arts 2 B & D. DHA.
81 DWE2.B. DHA.
82 Letters of Frances Hodgkins edited by Linda Gill, Auckland University Press, 1993.
83 'Frances Hodgkins and myself have arranged to hold ... a retrospective exhibition of her paintings,
gouaches and drawings. Both the artist and I would be most grateful if you would kindly lend to this
exhibition some of her earliest paintings and gouaches that would not be represented from other
collections.' T. Arts 2 B. DHA.
Chapter Four.
'From the original manuscript typed and hand corrected by DWE in 1926. T. School 1926— 1931
miscellaneous. DHA.
2 On August 23rd 1944, Leonard wrote to Dorothy, 'and thank you for keeping the Arts Alive. How
vital they are and how dumb I am about them - the dark ages, ours will be termed when history is
written - and how. So please continue to act as one of the very few sources of power supply in this
field.' From personal correspondence between DWE and LKE. DHA.
Dorothy Elrnhirst, The Arts atDartington, 1950. DHA.
T. School 1926-31 3. C. Arts Classes.
Jeremiah in Smiles, 1998, p.58
6 Recording of DWE's 25th Foundation Day speech. 10th June 1967. DHA.
' Cornish, 1964. Miss Aunt Nellie: The Autobiography of Nellie Cornish. p. 130. DHA.
8 Cornish stated, 'Early in my acquaintance with Mrs. Elmhirst I received from her a check for $2,000,
to be used as I saw fit for myself or for something I wished for our pupils.' Ibid. p. 234.
Comish stated, 'I agreed with Miss Van Volkenberg's suggestion that Louise Soelberg was best
qualified. We agreed that in April 1930, Louise would go to Dartington Hall'. Ibid. p.130.
10 Ibid, p.216.
Young, 1996 (1982), p. 221.
12 Adding, rather tetchily, 'There is, of course, the question of whether the arrangements will prove
entirely satisfactory from my point of view.' Letter dated 5th August 1931. T. Arts Visual 1A. Mark
Tobey. DHA.
13 Letter dated 21st August 1931. T. Arts Visual. Mark Tobey 1A. DHA.
14 Ibid.
' 5 T. Arts. Tobey 1. DHA.
16 Cornish, 1964, p. 224.
'7lbid.
18 Ibid, p.231.
' 9 lbid,p. 111.
20 Letter from DWE to Mr. Downing of the Comish School, Seattle, dated 31st January 1935. Cornish,
1964. p.262.21 News of the Day, September 25th 1931.
22 News of the Day, December 15th 1931.
23 T. Arts Visual lA. DHA.
24 The 1926 Prospectus of the School. DHA.
25 MacDonald, Roger, 'Histories of the Transcendental. Art, Romanticism and Mark Tobey',
Unpublished PhD thesis, University of Kent, 1999, p.122.
26 Ibid.
27 Young, 1996 (1982), p. 198.
28	 from DWE to Ruth Morgan. DWE Personal files. DHA
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29 Revised Prospectus of the School, p.4. T. School 1926- 1931. DHA.
30 From Tobey's paper read at the first thawing class of the term, 1931. T. Visual Arts 1. Tobey. A.
' Ibid.
32 Leach, Beyond East and West, 1978, p. 167.
Paula Morel, Taped interview. DHA.
Dorothy's Foundation Day Speech, 1967. DHA.
1926 Prospectus of the School of Dance-Mime, p.5. T. Arts Dance 2. A. DI{A.
News of the Day, 18th October 1932. DHA.
37 T School. DHA.
38 T. Arts. Tobey 1. DHA.
Possibly Tobey was responding to a suggestion from Dorothy that he paint a mural in the Hall as he
wrote, 'I went and looked at the Great Hall (I like that name). It is certainly beautiful. I feel blue +
sienna + red with the grey wall - white - green black + some lemon - warm lemon colour.' (T Arts
Visual 1. Mark Tobey.) Whether Tobey had completed murals when at the Cornish School is unclear,
but he did become involved in the WPA projects when he returned to Seattle in 1937.
40 T. Visual Arts. Tobey 1. DHA.
41 News of the Day. March 13th 1934. DFIA
42 T. Visual Arts. Tobey 1. Mural. Memorandum dated October 1991, 'Tobey Mural'. DHA.
" Particularly MacDonald's 'Histories of the Transcendental' and Brown's 'The Influence of the Far
East.'
Letter from P. Cox to R. Harrison. 16th March 2001.
The Listener, 14th June 1933. p. 932.
46 The arrival of the Jooss Ballet brought a troupe of twenty professional dancers, twenty three students
and three teachers to Dartington.
Young, 1996 (1982). p.227.
48 Cox, 'A note on Dorothy and Leonard Elmhirst and Christopher Martin' in Imogen Holst at
Dartington, 1988. p.36.
Oxford University Dramatic Society.
° News of the Day, 25th May 1931.
' Ibid.
52 Young, 1996 (1982), p. 299.
Martin stated in his first report dated July 14th 1934, 'When the Administration was first appoiiited,
there was no evidence of any fmancial organization behind the Arts Activities at Dartington. It has
been the first and primary objective of the Administration to set the fmances upon a business basis.'
Arts Admin 1 A. See also the subsequent report dated November 10th 1934 which was devoted to 'a
discussion of the fmancial requirements of the department.' T Arts Adrnin 1. DHA.
Administration 1934- 1944. Arts Admin 1 A. DHA.
See Bonham-Carter, 1970 (1958), p.130.
56 Young, 1996 (1982), P. 227.
r LKE to DWE Personal 4. DHA.
58 T. Arts Visual. Tobey 1. DHA.
Letter from LKE to Tobey. Mark Tobey Papers. AAA. Reel 3202.
60Ibid.
61 P. Cox to R. Harrison. 16th March 2001.
62 Report dated November 15th 1935. Arts Admin 1 B. DHA.
63 Joudi Routh, Heckroth's grandson, to R. Harrison, 2000.
Arts Adniin 1 Section B. Arts Administration 1934 - 1944. DHA.
65 As he was a designer, Heckroth soon became involved with the estate company, Dartington Hall Ltd.
His appointment was secured when, in November 1936, the newly established design committee
considered the importance of the artist-designer in industry. It was, the committee decided, 'their
function.., to select an artist in whose emotional response they had confidence, and to leave him to
work out his ideas on design, or on a particular series of designs, such for example as the Sawmill
furniture, and then to adhere rigidly to his conclusions.' Heckroth was offered the position the
following month, and Curry agreed to fmd another art master. See Memorandum on the position of
Design in the Commercial Departments at Dartington. Dated 24th November 1936. C. D.H.Limited
1926-45 9. C. DHA.66	 Admin 1. Section B. Arts Administration 1934- 1944. DHA.67 Ibid.
68 TGA 923.4.2.1916.
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69 Letter from LKE to Tobey. 7th January 1937. Mark Tobey Papers, AAA, Reel 3202.
70 think it is important to reevaluate Collins in the light of the correspondence with Tobey. He is
often seen as an isolated figure, which this correspondence would seem to counter. I fmd it interesting
that Collins mentions Elizabeth going to Tobey's class, in his 1980 interview with John Lane, but
neglects to mention that he himself had attended on a regular basis for a number of months and was
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the development of arts activity at Dartington over the next ten years.' 'Resumee of the Development
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Conclusion
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6 Whilst I have concentrated on the development of the visual arts at Dartington up until the
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the space to cover in this thesis.
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Dorothy and Leonard Elmhirst in front of the West Wing at Dartington Hall c1925.
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Exterior of the restored courtyard, photograph of the North Courtyard.
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Illusiration of the Estate Departments, News of the Day, March 1934.
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The Textile Mill, designed by Oswald Milne, 1931.
Fig.4
Bernard Leach in the Shinners Bridge Potteiy at Dartington, 1936.
Fig. 5
The Ballets Jooss, Open Air Theatre, Dartington Hall Gardens
Fig.6
Chekhov Theaire School, rehearsal in the Barn Theatre.
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Imogen Hoist Teaching at Dartington.
Fig.8
Mark Tobey in front of his mural in the Dance School c. 1933 - 1934.
Fig.9
Dorothy Ehnhirst, photographed by Cecil Beaton, 1935.
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871 Fifth Avenue, New York City.
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Debutante Ball for Miss Helen Barney, 871 Fifth Avenue.
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Interior of 871 Fifth Avenue, Ball Room.
Fig. 15
Interior of 871 Fifth Avenue,Drawing Room.
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Anthony Van Dyck, Equestrian Portrait of Charles I, 1630s
Fig. 17
Interior of 871 Fifth Avenue, Main Hall.
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Interior of 871 Fifth Avenue, Ceiling of Ball Room.
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Old Westbury, Long Island.
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Exterior of the Colony Club, Madison Avenue, New York City
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Interior of the Colony Club, Trellis Room
Fig.22
A Coaching Party outside the Colony Club, Dorothy Whitney on the Right.
Fig.23
Interior of the Straights' home in Peking
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Interior of the Straights' home in Peking
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India House, Hanover Square, New York City.
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Interior of India House, the Library
Fig.28
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Exterior of 1130 Fifth Avenue, New York City.
Fig.29
Interior of 1130 Fifth Avenue, New York City.
Fig.30
CajyriJU, lob, by W,L4at SraigJd
Ignacio Zuloaga, Women on the Balcony, 1915
Fig.31
Ignacio Zuloaga, Pepila La Gifana,c1915
Fig.32
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Ignacio Zuloaga, La Vergin de Ia Pena, 1912
Fig.33
Ignacio Zuloaga, Sepulveda, 1913
Fig.34
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Red Cross march, New York City. March 1918.
From left: Ruth Morgan, Daisy Harriman, Dorothy Straight.
Fig.35
Interior of Private House, Dartington Hall. Music Room c.1932
Fig.36
NInterior of Private House, Dartington Hall.
Music Room, 1958.
Fig.37
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Interior of Private House, Dartington Hall. Music Room 1964
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Interior of Private House, Dartington Hall. Music Room 1964
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Ignacio Zuloaga, El Corcito, ci 915
Fig.40
Ignacio Zuloaga, The Castle of Turegano, c1915
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Ignacio Zuloaga, Avila, 1927
Fig.42
Interior of Private House, Dartington Hall.
Marble Hall.
Fig.43
Walter Dean Goldbeck, Portrait ofDorothy Straight, c1917.
Fig.44
Exterior of Courtyard
Fig.45
Royal Badge of Richard jLin the porch of the Great Hall at Dartington.
Fig.46
Interior of Private House, Dartington Hall, Devon. Late ci .
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Interior of Private House, Dartington Hall, Devon. Late ci .
Fig.48
Great Hall c1925, Dartington.
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Interior of Private House, Dartington Hall. Morning Room, 1964.
Fig.50
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Interior of Private House, Dartington Hall. Morning Room, 1964.
Fig.51
Henri Gaudier-Brzeska, Boy, Alabaster Figure, ci 913.
Fig.52
SPicasso, Tête, 1932.
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Christopher Wood, Dancing Sailors, 1930.
Fig.54
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Henry Moore, Figure, 1923.
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Henry Moore, Figure, 1923.
Fig.56
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Winifred Nicholson, Pilchard Nets, 1928.
Fig.57
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Winifred Nicholson, A Nursery Bunch, 1927.
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Winifred Nicholson, Flowers from Malmaison, 1928.
Fig.59
Winifred Nicholson, Feoch, c1928.
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Winifred Nicholson, Ragged Robin, c1928.
Fig.61
Winifred Nicholson, Aiwoodil Pinks in a Glass Vase, c1928.
Fig.62
Ben Nicho1son Charbon, cl932Untitled
Fig.63
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Ben Nicholson, Trees in a Landscape, c1928
Fig.64
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Ben Nicholson, Cornish Cottages, c1928
Fig.65
Ben Nicholson, Still Life with Jug and Bottle, 1933
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Letter from Leonard to Dorothy Elmhirst.
Fig.68
Christopher Wood, The Man in the Cart, 1929.
Fig.69
Christopher Wood, The Artist's Cottage, Paris, 1929.
Fig.70
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Interior of the Private House, Dartington Hall. Leonard's Study.
Fig.71
Christopher Wood, Brittany Fisherwoman, 1929.
Fig.73
Christopher Wood, Crocuses, 1928.
Fig.74
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Christopher Wood, Chelsea, 1928.
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Christopher Wood, Hotel Bristol, 1928.
Fig.76
IChristopher Wood, Cows, 1928.
Fig.77
Christopher Wood, Fish in a Basket, 1928.
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Alfred Wallis, A Trawler Passing a Lighthouse, c1928.
Fig.79
Clare Leighton, Hea1hclflin the Snow, 1931
Fig.80
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Graham Sutherland, Sketches for Landscapes, 1943 - 1944.
Fig.81
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John Piper, Darllnglon HaIl, 1944.
Fig.82
John Piper, Dartinglon Hall, 1944
Fig. 83.
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Julian Trevelyan, Freedom Sunday, 1942.
Fig.84
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Julian Trevelyan,, Country Legend, 1941.
Fig.85
,Cecil Collins, Fool Picking His Nose in Front ofa Bishop, 1940.
Fig.86
Cecil Collins, Happy Hour, 1943.
Fig. 87
Cecil Collins, The Bride, 1942.
Fig.88
:Frances Hodgkins, Ibiza, 1940.
Fig.89
Frances Hodgkins, Tithe Barn, Cerne Abbas, 1943.
Fig.90
Frances Hodgkins, Narcissus and Fruit, 1947.
Fig.91
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Dorothy Elmhirst typing the Prospectus for the School, c1926
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Production of'Comus', 1930
Fig.93
Production of 'Comus', 1930. Dorothy as the Lady.
Fig.94
dartington
dance-mime
group
V
Illustration from the Dance-Mime Programme of the Summer Production, 1934.
Fig.95
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Mark Tobey with Dorothy and Leonard Elmhirst in the Courtyard at Dartington.
Fig.96
rMark Tobey's Life Drawing Class.
Fig.97
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Mark Tobey, Dance-Mime Mural c1933 - 1944.
Fig. 99
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Mark Tobey, Dance-Mime Mural c1933 - 1944.
Fig. 100
Mark Tobey, Dance-Mime Mural c1933 - 1944.
Fig. 101
Paula Morel in front of, Dance School Mural c1933 - 1944.
Fig. 102
Dance-Mime production, 'The Three Marys', July 1934
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Jooss-Leeder Dance School rehearsing in the open air theatre.
Fig. 104
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Chekhov Theatre Studio rehearsing in the open air theatre.
Fig. 105
Hem Heckroth and Wiffi Soukop in the White Hart at Dartington
Fig. 106
The Ballets Jooss, 'The Green Table', c1933.
Fig. 107
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Catalogue for the exhibition of Hem Heckroth's Life Drawing Class, 1938
Fig. 108
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Dartington Hall Arts Council:
Hem Heckroth, Sigurd Leeder, Hans Oppenheim, Christopher Martin.
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CATALOGUE
OF PAINTINGS
AND DRAWINGS
BY
CECIL COLLINS
THE BARN STUDIO
DARTINGTON HALL
JUNE 17 - JUNE 29
	
'937
Catalogue of Cecil Collins' exhibition at Dartington, June 1937.
Fig.1 10
Cecil Collins' Exhibition, Dartington Hall, June 1937.
Fig.111
Cecil Collins in his studio at Swan Cottage, Totnes.
Fig.112
EXHIBITION
.
MARK TOBEY
BARN STUDIO
DARTINGTON HALL
OPENING
	
CLOSING
THURSDAY, JULY 8
	
SATURDAY, JULY 24
Mark Tobey exhibition catalogue, Dartington Hall July 1937.
Fig. 113
Roland Penrose, Lee Miller, Hem and Ada Heckroth at Dartington, 1939.
Fig.114
First Exhibition of Modern Art, Dartington Hall, March - April 1940.
Fig. 115
First Exhibition of Modem Art, Dartington HaIl, March - April 1940.
Fig. 116
Second Exhibition of Modem Art, Dartington Hall, May - June 1940.
Fig. 117
Henry Moore, Memorial Figure, 1945 - 1946
Fig. 118
Appendix 1
Speech by Dorothy Elmhirst on the eve of her departure for the
Chekhov Theatre Group in America, 1939
'My talk in iirn Theatre on eve my departure for Chekhov in .imerica - D.W.E..'
"This talk is going to be in very personal terms - I' afraid - since
un day
the	 €y Evening Committee has asked me to explain if I can some of
the ideas and aims and purposes that are, at the present time, giving my
plans- a definite direction. I am very glad to do this - because I hope I can at th
time
same/make clear my relationship to Dartington.
I was born into the world with every kind, of advantage - not only with
economic security, ut with the prospect of having considerable wealth. I
had a strong healthy body - a remarkabke nervous- system a many doctors have
told me - and, as far. as I can remernLer a very happy childhoo. My mother
died when I was only six but I had an old and devoted French nurse - whom I called
Ma Bonne - and who ., I am sure, indulged my every whini. My father, who wa
a distinguished figure in government circles and a pioneer in the early
industrial development of the U.S., was also a 'e great lover of the arts0.
He built a very beautiful houe in New York -(with tapestries)a kind of
Renaissance palace - one great salon hung with old Venetian velvet -
another with Cordova leather - still others with old Cobelin tapestries -
and all through the house were hung great picturas - Raphaela, Rubens, Van
Dykes - early Florentine statues - carpets from Persia 	 He surrounded himself
with these things because he Loved them. passionately. (I think he had a gret
hunger for the culture of Europe in what was then an aesthetic desert of the
u.s )
Out of the crudity and. aesthetic barrenness of imerican life at that
time sprang certain figures - like Pierpont Morgan and my father - who
hungered for the cultural life of Europe - and who fed their own spirits
by bringing some o1 that beauty into their own homes.
My father's great recreation was music and every Sunday night throughout
the winter he would invite a small group of appreciative friends to gather
2together for music. Joseph Hofman and Fritz Kr e sIer iaed. to play -
sometimes together - sometimes alternate Sufldays - and they would bring
along other musicians of their acquaintance to give an occasional concert.
Though only 12 or 13 years of age myself I was aes— sometimes allowed
to come down on these occasions - and I can ell remember being curled up on a
cushion - in a far corner of our great music room - and feeling that it was
all a world of magic0.
My father loved England and had. many English friends who stayed 	 with
us, sometimes for months at a time. nd every year he went to England himself.
He owned a famous racing stable - and always enjoyed seeing his horses run0
One year he won the Derby.. King Edward and he eften discussed racing together -
and. other subjects as well..
Well - this is all by wy of giving you my ethe* background.. My fther
died very suddenly and unexpectedly when I was only 17 - and suddenly I found
not only bereft of him - but left in an independent position with a fortune
of my own0 My two brothera and sister were very much older than I - and
it was evident to me that my life was largely my own to ake0.
/ Frpzn the time that I was. 18 I began to work - in the slums of 1ew York.
For many yers I struggled to understand - arid to help where I could - the position
of those weighed. cown by poverty. I became involved in slum housing, in
the work of settlement houses - in relief work - in a study of city schools0
I even worked in a children's court But as time went on - I began to give
more attention to the hy underlying social efforts. I took courses in
Columbia University in economics and sociolor and later in psycho1or - and
I eae4 turned. my efforts to he1pin the Womants Trade Union League -
the Woman Suffrage Campaign - the Workers Education Association and so forth.
Then I married Willard btr 0ight and we went out to China.
3Those were wonderful years - Whitney, Beatrice and iichael were born -
and Willard and I lived very much in the atmosphere of international events.
ea-eae-the-W&	 He founded 2 journals - the New Republic and Asia
Magazine - and our own autlook became more and more leftwing. "-hen came the
War.. When America entered Willard went too - and he died in France of
pneumonia - just when he w&s preparing with Col. House the plans for the
American Peace &e Delegation.
The next period of m life as the hardest I've ee1? lived through.
Millions of people were suffering the same kind of personal loss that I
waa in fact my heartache seemed as nothing in the light of the world's
tragedy - and let me say here that I learned what is for me a great truth -
that there is no real separation for those who love - that in the world of
spirit- if one can reach it even for a moment - we find a different sense of
Time - and we know that love is eternal and everywhere..
But to go back again - this period was difficult because in the intensely
emotional, unreasoning, partisan and cruel attitude following the war I found
myself isolated and had I not held a very strong positthon I would have been
persecuted by the super-patriots, the strongly entrenched right wing in the U.S.
I learne& a great deal during those 7 years - from 1918 to 1925 - I knew
where I stood - where I belonged - arid what I believed in - âeanot-so
different from those Bill Curry outlined in-his Fascist l ebate-- the importance
of the individual - the right of free speech and free press - the redistribution
of wealth - ciemocatie institutiona - tolerance - an interacting spirit - a
world brotherhooa. And then Leonard came along - something strange happened -
our lives converged and belonged together - we both knew it - though It took
me a long time to summon the courage e- to break away.. But in 1925 we married and
ome to England0. Now the reat of the story you irnow;. What I want to do now' is
'-1
to interpret what I've been saying - so that you will see for yourselves the next
moves -
In my small world - in my trivial life I seem to be following out
some pattern that I see clearly now in the life of my father. Of course there
are many dilferences and. mine is small in comparison with his - But certain
things were necessary to him and they seem to be necessary to me. His
hunger and. thirst after beauty brought a blance into his life. 1?or me it is
the same. The arts are essential to any completeness. Since the age of 20 I
have had. a passion for the theatre - for the theatre as an art. And though I
knew that I had. no creative talent - though I never dreamed of myself as a
participator - i e turned for my e# refreshment and renewal to this particular
field.. Prom the earliest days at Dartington we have tried. to infuse our 11f
with the elements of theatre.JWe have given amateur performances. We have had.
dramatic readings and. puppet shows (Richard Od.lin designed the open air theatre
for us against the day, and we looked forward to the day, when we would. have
a professional company here). Then - one day - we resolved to invite a
touring company to give a preformance. here. Friends had told us of Maurice Browne
who was then playing in The Unimown Warrior and. touring England. ifter
reading the play - which seemed to me at that time - the most proound1y moving
of all the war plays - I was so deeply moved by it that I could. not rest until
it had. been given here, it was given here - for three performances - here in
the Solar, arid these performances gave a new impulse to the life of Dartington0
From the association with iaurice Browne came Ellen van Volkenburg - and for many
Wn' .n ot1
years she gave classes at Dartington and. directed the prod.uctionof's. 	 -
Through her came Richard Od.lin who introduced. puppets to Dartington. He
and. incidentally he designed. the open air theatre.
worked. in the Studio abovet He and. INellie together worked. on the remodelling
5of the barn - the present Barn Theatre - and. there in May, l93L 4 , Nellie
produced A Doll's House with Beatrice playing Norah - and The Women of
Ghent by Barbara Ling - with Beatrice, David Leach and many others0
Concurrently with our own efforts we invited the arts League of 5.rvlc
to give their productions here and you will remember that f or several years
they performed in the Dance School..
This sounds like a long chronicle of events. Por me it all leads up to
the day when Mr. Chekhov came to
	 Dartington. Yi will remem'øer that
Beatrice found him in America and persuaded him to come here. One day I
went over as a visitor to his class. Several people were sitting with me
on the aeey little balcony and I watched. an exercise	 •	 Mr Chekhov
was showing the different qualities of e.o+ 'or in the way we approach someone. He
walked across to Esme Hubbard. in one tempo - and. then in another taking her
haM and saying 'how are you' - it was a simple exercise - but what he gave
to it was such a revelation to me that I knew I had. met the man,. who ws
for me, the Mas±er. Then Beatrice urged me to join the group fon an hour
a day. I did. this with certain misgivings - but soon it was 2 - 3 - 4,5 - 6
houra a day and. even more I hardly dared i ask myself where I was going -
I only knew that the work opened. up new vistas of lie for me. Then when
the crisis came and. the supply of students fell away and. the Trustees decided
there would be a better chance for Mr. Chekhov in America -: realie then
that	 I could. nevezi entir1y dissociate myself from the group. and. that if
Beatrice and Mr. hekhev Chekhov needed me in the immediate future I should.
atnd. ready to serve them - provided 	 no other interests e were sacrificed.
It seema that I am needed. for their first production in October - and.
Leonard. ha& not only acquiesced, but urged me to go. There is one other
reason for going - if I can be of any use to Mr. Oppenheim's students in the
6future,	 - 'te hei"-of---Miss Crowt-her' s eethod. r my own knowledge and. experiee
will be .-ge&1 greatly enlarged by another si months with Mx Ghekhov. And.
so in going away at this time for six or seven months I hope to return far
hatter equipped to give Dartington something of permanent v&iueo_J
And. now - what is it all about and. why does it mean so much - What are
the values, that seem so important in this work.
1. One lives in a different dimension from ordinary life0. One can become
free of the narrow limits of one 'a own personality. It is not oneself that
one ' a
one is showing - it is not ee .Le own emotions - one's. own concerns; one
enters a world of far deeper and. wider and richer feelings - a world of
impersonal forces where one becomes an instrument - a highly conscious
instrument and still an instrument. Therefore the actor - under Mr.
Chekhov's direction - does not try to recall his own emotions under
somewhat similar circumstances - but he projects his imagination into
another human being. Through the imagination he emcompasses not only the
outer form hut he penetrates to the inner flame - to the will - of this
other human being0 When Chaliapin was asked. how he prepared his parts
he answered
ind that is Mr. Chekhov's approach too. Therefore the actor must develop this
wonderful power of imagining --ofato of seeing, hearing and. living with his
images. They must visit him at night and by day - he must \< r o 1 how this
character would enter a room - sit down to breakfast - how he looks at a
child. - how he looks at the stars - everything about him. And. in this way
way the actor comes to love his character - and. out of that love a nevt
expansion takes
	 place.
2 Thea in the second place the actor must develop a body that is capable of
feeling and e'pressing a whole range of experience - all the small changes
7that tike place in the course of a play. The body of course is the actor's
instrument.	 .
His face can radiate. - but it is his body that must experience
and. express. The training of the body is therefore a training in awareness -
in	 learning how to listen to the body, how to be led by it - in
believing in its own strange and wonderful pewee powers.
Appendix 2
Grid detailing the acquisition of the Elmhirsts' collection

Zuloag
Hallowell:
Grand Mosque, Ancient Walls,
Mosque & City Gate, Aurora
F Marching Clouds, Mornin9 Mists
Jones: 12 Engravings 'De}uge'
Gill: Gloria inrofundis
1 ___________ ___________
W.Nicholson:	 Wood: Wertheim Gallery 	 W. Nicholson: Leicester GaVe
Bogreen Wood	 The Ship Inn	 Flowers from Malmeson,Mirr
Nursery Bunch	 The Artists Cottage	 Flowers from Bankside, Feoc
Pilchard Nets	 The Man in the Cart	 Nash:Watercolours (Gouiil)
Flowers,Dulwiqh	 Hodgkins: 2 watercolours (gift) Miller-Parker: Aesops Fables
Tooth Gallery Roberts:
Tooth Gallery Frank Dobson: The Family
______________________________________ B.Nicholson: The Vineyard Judgment of Paris
Hare Hil	 The Pine Momi g
Charbon	 Ann
................
Picasso: 2 etchings
.	
Matisse etching
Brown: Carved Head in Wood
Utillo goache
Jones. Tiger	 Wood: Fish in a Basket?	 Wood: The Acrobats
Jones: Illustrations to 'Deluge' F_______________ Wallis - several paintings
Jones: Illustrations to 'Ancient Mariner' 	 Trawler PassingaLighthouse
M risiiiiig DIJdL Ull	 UdL
Jones Woodcuts
Gaudier-Breszka - drawing -.
Soukop: Figure
193
	
Hodgkis biza
Hodgkiris: Farm Implements
1941
Graham Sutherland sketch	 V
(given as gift)
1942
1943 John Piper's sketches of Hall
1944	 John Tunnard Collins: Lefevre Exhibition 	 Hodgkins:
Fool Picking his Nose in Front o Cerne Abbas
The Bride	 Tithe Barne
-	 The Happy Hour
1945	 Procession of Fools 	
V
1946
1947 Cocteau: Portait of C.Wood	 Hodgkins: Narcissus & Fruit.
Jones: In the Park	 Hodgkins: Landscape	
V
Sutherland: Sketch for a paintinjodgçins: Phoenican Ruins
- Sutherland: Hyacinths 	 Vaughan: Figures by a Fallen Tree.
1948 Dr. Thornton: The Oblique Leaved Begonia.
	
V
1949	 Roualt etching	
V	 V
'La Passion',	
V	 V	 ..
1950
TreveIyan:
Freedom Sunday
South of the Tzetse Belt
Spring Outing
Station Road
Tunnard: Mirage	 Piper Gouache
Jones: 4 Everyman prints.
Colquhoun: 2 Monotypes. 	 Berlin:	 Jones: Watercolour
Young Woman & Cat 	 Disturbance	 Cocteau: Portrait of (Wood.
Two Women Talking	 I	 Horse	 2 Hodgkins pictures
(for Beatrice) Plc:
	
Moore: model
-	 Roualt:	 LeVoyage
LaBanlieu	 Recofte des Chevaux	 __________________________
________________________ Adler drawing Dos ndios con Guanaco 	 -
Modigliani drav Poete et Cheres Amies	 Hodgkins: La Maison Rouge
Louis de Brocqi Moore: Mother & Child	 Moore: Two Figures and a Chilc
Appendix 3
Draft of the Prospectus for the Dartington Hall School
Typed by Dorothy Elnihirst c1926
/DAdflG-TO HALL.
TO Th ES,
DEVON IREi
"When is a school not a school'r might well be asked of us at
Drtington, and we ehouldrnake answer - "when it is a community".
Perhaps it is just a. matter of emphasis. At Darlington we
regard the school as the part of a community in which adult educat-
ion and, rural enterpriseof all kinds are being carried on. Here
is an estate of one thousand acres, supporting 97 people in close
proximity,	 on which experiments are being tried, - experiments
in farming, in poultry keeping, in orobarding, in forestry, in
weaving, in pottery,	 in1yeci,tt, and inigineering. Careful
sttdiee are being made of the marketing and. distribution of food
in the neighborhood and a thorough system of cost accounting, I'Z.,
being put itito
effect. At the center of a situation which is fraught with
possibilities for the economic reconstruction of a neighborhood we
carry on a school as a vital element. A community without children
would be as meaningless as a lake without water. And children, cut
off from the main currents of life, as is so often the case in
school, are deprived we think, of natural and wholesome means of
growth. It seems inevitable therefore to develop all the resources
of en estate for the purposes of education as well as for economic
ends.
The distinguishing features of DLrtington School arise, no
doubt, from this marriage of estate and school. There is no member
L
2.
of the school staff who is not at the same time, engaged in
some estate enterprise or giving his or her time to the teaching
of adults. The pottery is used as much by seniors as by jmiiora.,
the head of the music department 'inde himself in as great demand
from the older members of the community as from the younger, and
the school e psychologist extends his help to the staff as well
as to the children. Young and old alike are at school, and no
arbitrary boundaries have been fixed. fidults who have formed
classes for the purpose of studying such subjects as philosophy,
psychology, French and German, have found that the older juniors
wished also to participate, eniors,—
	
adults, junie.7
an—eib-e-re of thc continity-ui4e-r e-iph-tei- and. vice versa, seniors
are asking to be allowed to join&the juniors in the workshopin
other craft training. The advantage of this partnership in education
is found,	 in the relation o' the staff and. children.
Fear of elders does not exist. ather it is companionship, founded
on x&t-ur&l Interests ar.d. n&-ts'&1 enterprises carried on together.
With as small a group of children, as we have at present —
eighteen girls and boys — it is comparatively easy to give them
diose individual attention. Our aim is to discover the particular
interests and abilities of each boy and girl and to give those
interests the fullest chance to develop. Cther subjects will be
carried, we feel, as subsidiaries to the main interests. Because
of the number and, diversity of activities being carried on In the
community the danger ofestrioting concentration on one or two
)
q!T	 ts	 tt'	 /
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subjects is obviated. 	 v'ide choice is given and the juniors are
exposed to the intellectual as well as to the practical interests
of the community. Lach junior makes out his own program and. plans
his own work, and so far as possible the staff remains in the
background encouraging the juniors to work alone or in small
groups, without a senior, In order to have the backing end
encouragement of an adult, every junior has an adviser or second -
whose function it is to stand behind his junior, helping him in his
work, in his personal relations, in c TL7La pertaining to his
physical and social welfare. The difficulty of second 	 is
evident to every senior who tries honestly to understand and
interpret the junior to himself, but the task is a challenge to
every faculty of heart and mind, s and precious because of its
import.
In matters of discipUne we have never resorted to
punishment. In the case of juniors whose conduct was causing
annoyance or anxiety to others we have simply faced the quéstion
out in a special meeting called. for the purpose. Many a time the
juniors have held. a meeting alone and have settled the matter to
the satisfaction of every one. 1 remember one occasion vhen the
staff asked. the juniors to draw up their own swimming rules. At
a meeting of juniors a set of very stringent rules was paeseJ. by
the majority against the violent protest of a small minority..
The juniors soon realized. that they were dealing with an unimenageabl
and unreconciled minority who would persist in disobeying the
rules. Being driven to the point where even force was nnaviling the
majority there-e called another meeting and asked for the
co-operation of the minority In devising regulations which would
be acceptable to all. aob: regulations were drawn up and the
conflict was resolved through mutual understanding and common
thinking.
The general principles on which we try to conduct our life
are '	 simple to state, but	 hard to practice. Respect
for one another is perhaps the first essential, - respect for the
Intelligence of every junior no matter bow flagrantly be may at
times appear to abuse it. Respect for each individual makes a
common life possible and we have chosen to take the way of mutual
understanding - slow and exigent though it be,-ratber than the
shorter cuts of authority and restraints and summary action. In
such a community we feel there is an opportunity for everyone to
grow, and it is our task to help one another to function freely and
successfully. It Is our taskiAto try to understand other people
better than they understand themselves, and through that understand-
lug to set them free. Ls Mr.Meiklejohn has said " Freedom Is not
merely the absence of external restraint. Freedom is rather the
life of mutual agreement and understanding. There is no human
freedom except in the life of a community. The task of winning
this freedom is Imposed upon juniors and seniors alike. Eo one
escapes. 10 one escapes the heart searching, the bitterness, of
failure, the never ceasing effort of adjustment, but all alike
share in the certainty that out of common struggles and conflicts
will come something, trueducatiorf'-. a deeper understanding of
life and of one another.
Appendix 4
The Arts at Dartington
by Dorothy Elmhirst, 1950.
THE ARTS AT DARTINGTON
IF AT DARTING TO N we aim to. provide a full and balanced
life, then it would seem not only important but essential to
include the arts. For the arts are.directly connected with the
emotions, and as human beings, compounded of emotion as we
are, we need some means of expressing in a creative way the ex-
perience that comes to us through our senses.
Our knowledge about ourselves is so limited that any generalis-
ation may be open to question. But we can, I think, make a few
assumptions. We can agree that a human being is a complex
creature with a wide range of potentialities. He has a body which
has definite needs and is continuously interacting with his total
personality; he has a brain which in its highest development is
capable of thinking; he has senses which are his connection, his
means of relationship, with the outside world; and he has emotions
—deep levels of feeling both conscious and unconscious which
are a kind of driving power and a determinant of happiness.
Now, to achieve a sense of balance;a man needs to develop these
many sides of himself. But whereas the mental disciplines of a job
may be sufficient to keep alive at least some degree of mental
activity, there are few opportunities to combine an exacting task
with creative effort in other fields. Therefore it seems all the more
important at Dartington, where it may be possible to provide an
environment in which creative activity flourishes, at least to make
the attempt.
But where do we begin Teachers perhaps are the clue. Perhaps
we should be training teachers in the other arts as Imogen is train -
ing teachers of music: for the teacher can kill the creative urge by
the wrong attitude: by his failure to understand what it is: by
believing that he is teaching art when he sets the child to copy
something, orhimself demonstrates what should be done. Through
this unhappy misunderstanding of his function, he never reaches
the imaginative life of the child, nor the unconscious levels of
feeling which are the true source of art.
So the training of teachers is important, but it is only one aspect
of the problem - the whole problem of our attitude towards the
arts. What after all is the meaning and function of art e Like many
other problems, art is subject to a very personal interpretation. I
see it as a process of discovery: discovery about ourselves and dis-
covery about life. What an exciting experience it is when, for the
first time, we discover the effect of a shadow: how it changes
everything around it; or when we realise the gesture of a tree, its
inner movement and form; or when we ourselves are swept away
by the rhythm that catches us: the rhythm of rising smoke or trees
swaying in the wind or flocks of birds or the movement of clouds
or whatever it happens to be. We may have looked at these things
a hundred times without being really caught into some funda-
mental rhythm in nature; and then suddenly a moment comes of
intense realisation; one becomes aware of a profound unity and
harmony underlying everything else; & it is perhaps this moment
of vision that one longs to express in some form of art. Perhaps
you will want to express it through dancing: through a form of
movement that unites you with this larger movement in nature;
perhaps music will be your form of expression—or painting, or
poetry. In drama, too, we are able to go out of ourselves: to extend
the limits of our own small personalities; to put ourselves imagina-
tively into another human being, another human situation; to
touch the springs of feeling that lie beneath the surface. For art is
surely a process of extending ourselves, through our sensibilities
and our imagination, to something we have not reached before.
Even as we feed our bodies, so do we need to feed and sustain the
imagination; and one part of the process is perhaps akin to
meditation, inasmuch as it involves the sharpening of perception
and awareness. If we can give ourselves the time to assimilate the
experience of our senses, we can then more easily relate such
experience to a central core of truth within ourselves and find
some means of expression for it.
If art, then, is a process ofdiscovery about ourselves and about
life, if it brings us delight and joy, then surely it follows that we
should not live without it. The great artists have always been able
to communicate something new; they have penetrated so deeply
into an experience, that they have brought back some fresh vision:
some new relationship of words, or new relationships of sound in
music: a deeper insight into human beings: whatever it happens
to be; they have uncovered some intense reality that lies behind
all the broken and dissonant life around us; they have discovered
a fundamental unity that lies at the heart of things. That is why
art is so reassuring—such a source pf comfort and peace. In a
great work of art all the confficts are resolved: all the diverse
elements are brought together and fused. Art is always a bringing
together: a synthesis; and that is why we need it so desperately in
this age of division: of specialisation: of breaking up more and
more into less and less: this difficult mechanised age when we
focus on the atom. We need the other process, the process of
integration, that art provides. We need the great artists; but we
need also to be artists in our own way—taking time really to look
at things around us: to listen, to feel, to relate one thing to another:
to bring some order out of the chaos around us, and to express in
some form the unity and the harmony that we feel. And that is
why it seems essential at Dartington to provide opportunities tq
develop the life of the imagination, and to offer the means of its
expression through the arts.
Appendix 5
Letters from Cecil Collins to Mark Tobey, 1937 - 1938.
IAN CO1-rAGE WEIRFIELDS, TOTNES, DEVON.	 TELEPHONE 2364.
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Appendix 6
Cecil Collins' notes for art classes at Dartington.
• $PI4V Pi.IF
	 .	 c
•	 . II'	
r
,E..
-_J
i' v'	 !I-., 11fd.J	 j.
>.
	$ -	 7.{	 j	 *4l'4 1t 	 -	 .," '
-' /i '
 Ci' A'	 M,uI	 ;d A. a.
•	 .-. A
	
/
jL.. fi.i	 Cvq*J ft ft
_J1.
.± 1 
0	 *J jfUU.	 ii
	
4 an	 3	 t -.'	 . L1#"
	
!1	 f"Mia.iL .IJ4L# i. i,.t wn
I ,c44 - S	 #)1(+I11'. ri ' i# M. rn.pt, f14)	 •t4Ii 4tPYi 41'
rt e	 -	
.t4s.v(
DIr.e-.	 •1	
j-'.
-_
#?4.) '71 J4:A'e1 14.t.I.iPig.
4wL	 )A	 v14fy ICAV&4	 44i4I	 I
	
i	 y	 .tM.41
	
/ r'' Ms.---3	 dS4i..	 (	 t44
,	
4 .J%.. I	
-
- 4'.	 ''" aü—	 .. "
k''	 — /_,'' MqrI	 #/fr+4. ,1	 4
- JbM
4lj..(	
______
LL' A.d W4S'
A	 PkY	 j4JSII1A.*iJ A:.4	I
	
p*vI. A /t )4S(Z
	
Z -
	 B4—	
—.
/,4J	 i)	 7	 r
-	 / % ." I(I I$' 64t-.d '2 )rv..4,.,\IF	
44)	 /h.-4 f....A	 M. s#
4w' bJ y	 / *4;.	 m—
r'	 .'	
,.
/ £4'%.%	 h' /c-.4	 .b)**." i . 4,
,,,	 ,.,,,.,
\_._d7 '"."
C (44+4	 i44l-&.v	 p..
3.	 4,;	
-& 4 c ,- '
4-A	 A q
-
,. R'	 - a
I ,	
?*	 fi.. ..	 . N4.- f
.M 4'	 J'j''
7%A M
	 .I
I	 I?,t% ")7
/
Appendix 7
Hem Heckroth, 'The Dartington Hall Life Group', 1938.
TJ9 DJRTI l\,OTO 1 IALL LIY. CEO:a
This ,ronp o peo.J9 has hoojj uorhing durin the ijj.b rcar.	 Some had
ncvcr l LZoro OiiO 1i1 dLC'W.fli. 	 The	 of t]O iOii V.'os to ive people
an oppotUniU to ex?s r. tie1.r £o'.LLinjS; a practical objocbive was to
ie pOD le Those j-- is to or-j;h their ban.b an
	 of v.'orkinb
1.1 one group vith artists; and dosirnurs,
	 In this wa1 we houd that the
craftcma ai:ht discover sore about his ir.atsrial and its foiTliS and become a
dsigner on his own account
The spirit of rutual Creativeness is obviously one of the needs of our
thie, and. in the ;ork of this group it i effective because it is sDontaneous.
A ;reat deal of this mutual creativeness is stimulated by the circulation of
.ie:'sor1al discovcri.es;, which arc actually made and c ircul a •bed while the
creative oncr:-y of the group is in action.	 glance at the various drawinr:s
will show this proc r:. 5L, aic9
. the iy in which different influences affect the
who I.e grouD.
be are trying to discover the fundamental elements of drawing which have
been the basis ol' art throir;hout history.
	 The grJup has had as an objective
the task of stripin'. from the art of dra.ing those dead values with which
it JLS been suerccated and CI makin availabJ.o to everyone the experience of
self-e::oossion, which should be one of the pleasares of :Lifa arid not be
confined to 7rciessional artists. 	 In a cr3ative period such as the i.iddle
Ares this p]cd.sure 7S univorsally enjoyed.	 Today, in an age of cinema,
radio and Wurlitzer o::ans, en ,jciment through self-enurcseion is unforti.inately
decaying.	 Ve desire to awaken and to quicken the consciousness of it
once again.
The advent of the Douannier Rousseau or a mo rement such as Surrealism
arc of tIiO reatost importance in at least onc thing: they have broken down
the false classifice.tion of croativo onorgy into amateur and professional. -
In many ways the true artist and the amateur are identical.
	
Creative
enuis aiwab s £louri.shes in an amateur atmosphere and amateurs are
refreshed and encoure:er3. by contact with the intense acti.vity of the
professional..	 Evidence of this can be seen in the drawings of this group.
lb is our orinion that this is one o± the natural ways of hrinin
artist and public together arain which we do not believe can be done by
forcin an objective plan or system.
	
The essentiaJ.ly innocent and
spontaneous energy o± art in children a'd adults is too often destroyed by
art school teachinp;, which not infroguently has an undesirable aspect of
comniere i.ali n.	 This is particularly evident in provincial towns, althOUh1
it is from the provinces that a nation derives its new material and its
lifo blood.	 We do not holiove that thore can be a general renaissance of
art in England until there has been a reformation in art schools so that tee
genuine art energy of the people can he expressed in a way that is natural
to tilera.
It is evi possible that such a rebirth has alrea.y begun and. can be
seen in recent e:.:hibitions of children's drawin€s. 	 In any case there iS flC'
reason why a fresh spirit should not spring up all over the country. Such
a new creative activity can be found in the ]Jartington Life DrawinL Group.
In an atmosphere of tolerance art lecomes not a duty, not an educatioi, but
an expression of life in which everyone can join.
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Dartington Hall Art Studios Prospectus, 1939.

ART STUDIOS — DARTINGTON HALL
C. Chrapher Mrtn
we f by
Hn Hedcroh
Bc m3rd Leech
Cec C&ns
Willi Scukop
THE DARTINGTON ART STUDIOS
PAtNTNG	 CUtXTURE	 POT TEY	 ThEATP.E
The Studios are orgned as a S tioci of the Arts partment. Dartington
Hafl, which indudes auth wei-known enterprises as the Balkt Jooss
The Jooss Leeder Schoot of Diicij. The flusic Theatre Swdio. Ct
The Arts Department includes Enghsft and Contsnental artists of repute,
and t is a principle of the Art Stuthos that in studio and workshop the
r&ationship of teacher and student shaU be that of master and apprentice.
The Studio does not terfere with the personal Yision of Its apprentices
but seeks to give them a working know'edge f practice and basic principles
as these ha.#e existed ii all art from ancient to modern masters,
Students are required to take the course as a whole as the school is run
upon the basis of the interrelation of the Arts, but in certain e,ses
speciabsation in any of the subjects can be arranged
PAINTING
The course In PaIntIng Is as follows:
Study of the Elements of
STRUCTURE	 ANATOMY	 MECHANICS
Texture in	 STILL LIFE	 LANDSCAPE	 LIFE FIGURE
PORTRAIT
Study of the characterIstIcs of the followIng medIa:
PENCIL	 CHARCOAL	 PEN & INK
MONOTOPIE	 WOODCUT	 LINOCUT
SILKSCREEN PRINTING	 ETCHING IN GLASS
EtCHING IN METAL	 LITHOGRAPHY
WATER - COLOUR	 PASTEL	 OIL
Picture making: DIRECT ANALYSIS OF FORM METAMORPHOSIS
OF FORM CREATING OF FORMS AND
THEMES BASIC ELEMENTS OF COMPOSITION
FREE IMPROVISATION.
Special study of any of the above subjects Is a matter of arrangement between master
and apprentice.
SCULPTURE
The course In Sculpture Is as follows:
Study of the three dimensions by making simple shapes to give
familiarity with the
WEIGHT	 SOLIDITY	 TEXTURE
OF CLAY	 STONE	 WOOD
Elementary technIque in the working of these materials.
MODELLING FROM LIFE (figure and portrait)
TRANSLATION OF NATURAL APPEARANCES
INTO PLASTIC VALUES
CASTING IN PLASTER OF PARIS AND CONCRETE
STUCCOWORK	 ANATOMY
Tools and materials for this course are provided. Should an apprentice wish to retain
a completed work a charge will be made to cover the cost of raw material.
SpecIal study of any of the above subjects is a matter of arrangement between master
and apprentice.
POTTERY
Th obc f c'e ourse s to give apprentkec an	 dcrscar.dng of tho ov ztoO of
Pottery as a whohs and ret o-tp with other arts and crafts of East ad Wat
based upon their ersonai experience. A rer'.tkes are expected to take oart ci the
rctne of
CLAY-MAKING	 SUP AND GLAZE I1AKING
MOULDING	 PACKING AND FI1ING OF KINS
PractcaI structo' o THPOWING and n n,ethod of
DECORATION apororate to
ENGUSH SUPWAPE
ORIENTAL STONEWARE
PORCELAIN
Techr ? csl dscigto of the worc and of the pr4zcpIea
voIed.
Month y ecteres Iluscrated by films. eolthsscope, hooks
and exanpiea.
Toois nd materaia for thIs cortc are prolded. Shotld an apprentIce wIsh to £'ttfl
a cos-pIevc4 work a charge wfl be made to cover the cost of raw macerat and flrng.
Spdl std of any o the above subjects s a matter of arrangement between master
ad apprertcc-
THEATRE
The course In Theatrical Design is as follows:
STAGE TECHNIQUE	 STAGE DESIGN
COSTUME DESIGN	 PROJECTION
-	 THEATRICAL PLASTIC MASKS 	 PAPIER MÂCHE
HISTORY OF ART
	 HISTORY OF COSTUME
Special study of any of the above subjects Is a matter of arrangement
between master and apprentice.
TERMS
STUDIO TERMS
The year is divided into three terms with holiday periods at Christmas
and at Easter and during the latter part of the summer.
FEES
Fees are payable each term In advance and do not cover holiday periods.
Apprentices are required to take all classes as appointed by the Director.
If classes are missed they cannot be made up.
No deductions are made from tuition fees for late arrival during term.
Tuition	 Per term	 ...	 £18 18s.
Per year	 ...	 £55	 Os.
Board and Board and lodging can be provided for students at Redworth House if
Lodging	 desired.
Inclusive charge. £20 per term or 17 per month.	 -
DURATION OF THE COURSE
It will take three years to complete the course as planned. Students with
previous training can finish the work in less time. Students will be
accepted for a minimum period of one year (three terms).
MATERIALS
Apprentices will be required to provide their own materials. These can.
If desired, be purchased at reduced rates through the Studio Stockroom.
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'Panorama'
Catalogue of the First Exhibition of Modem Art.
March—April 1940
DARTINGTON HALL
44cr,tment
SIX
EXHIBITIONS
PANORAMA
BEFORE CUBISM
CUBISM AND CHIRICO
DADAISM
SURREALISM
RADIATION OF SURREALISM
THE BARN-STUDIO
The present exhibition of modern art is the
first of a series In which we shall attempt to give a
survey of artistic production during the last 40 years.
There will be six exhibitions in all.
These exhibitions have been made possible
by the courtesy of Roland Penrose and E. L. T. Mesens
who have lent the pictures from their collection. This
collection includes work by nearly all the artists of
importance In the modern movement, more especially
those whose distinctive contribution has given form to
the art of today.
In the present exhibition we make no attempt
at chronological sequence. Thus In the first exhibition we
are giving a panorama of the whole period from 1900 to
1940.
Modern art should need no defence. Its
function is neither to instruct nor to educate. its business
is to mirror the thought and emotion of the age in
which it finds itself. Times of fundamental change and
disturbance such as ours must produce a new art.
C. C. MARTIN.
Oil
Oil
Cii
Cd
Oil
Oil
CoUage
Oil
01
Oil
Oil
Oil
Oil on pap
Watco4oi
Oil
Oil
Tempera
Tempera
lIcnCooc
Ms)
on dude works
of the
SrTeidion
Dadelim & Sixrealbm
C
SarTeelism
from ErastioOen
to Sarrealisin
Swreasin
PANORAMA
10th MARCH - 21st APRIL
	
IIa.m.-.-.1 p.m.	 2 p.m.-4-30 p.m.
Nn. of *d
d &ttk	 No.	 ThIs ad Oats of Crdon
Eils	 1. - (1935)
Bors 9O1—Enilish
BRAQUE. G.orye	 2. Sdil LW. (1931)
OWNS C.dI
	 3. Ths kU and his Wif.
Bos 29OB—E
d. OORICO, Glorylo 4. Llnc.rtltud. du Poets (1913)
Bcwa iBo1
	 & La M.Iancoll. âi Dspart (1915)
& LMge Juif II (191ñ)
DaVAUX. Pail	 7. L'App.I d. Ia Ntilt (1938)
B 17—Bs
ERNST. Max
	
a Kaththn. Ondhata (1920)
9. Plots cii La Revcklon I. Nilt (1923)
so. La JOe. do VIvrs (1.936)
GR1 Juan	 ii. 5dB Life Q92j
&In W7--
HEcXROTH, HOen
	
12. PalsaJe fl Simbolos Olvidados (19)
8 19O1—Gc
JENNlNGSFk,,Iv3	 T)wee Vas.s (1934)
Barn 19W—En
KLEE Pail	 4 Dax Githt eIn Marktplatz.s (1922)
Barn i9—Siu	 :	 f4r4s, Geld ixid Symbol (192
MAGTTE. Rens	 La generation spaanee (L937).
Born 1—Br	 7, I.. Porti-ait (1936)
MIRO. J	 1$. 11.trJts (1924)
19. Tat. d. payiai caan (1925)
20. Noctztne (1935)
Name of Artist	 Movement(s) wbkh
ci E&rtb	 No.	 Title and Dat. of Creation 	 Medium could Include works
____
PENROSE Roland
	 21. The Veteran (1938) ...
	 ...	 ...	 Oil	 Surrealism
Born 19OO—!
PICANA. Frandi	 22. La Viii. de New York vu. a uavers I. corps We colour from Impressionism
Bccn ISTh—spmish	 (1912)	 to Dadaism
PICASSO. Pablo 	 23. D.ns.us. negro (1907)
	 ..	 •..	 Oil	 from Post-
Born 1881Spaisb 24. La Fervvne Vart. (1907)	 •..	 ...	 Off
25.	 La Fenirn. qul pleur. (1937)
	 ...	 ...	 Oil	 ClaSsiCism. Surrealism
RAY. (Man Ray)	 26. S.gidl1la (1919)	 ...	 ...	 ... Aerograph Dadaism & Surrealism
.	 La VoHars (1919)
	 ...	 ...	 ... Aerograph
TANGUY. y	 . A r Oreill. die Vcyant.s (1937)	 Off	 Surrealism
Born 1900—Prieth 29. La	 stioniwnt	 •..	 ...	 Oil
3Q	 La lourd Palab (1935)
	 •..	 ...	 Oil
Tb. Art Studios. Derdngton Hell offer a full
and comprehensive Art Education in Painting,
Drawing. Scutptwe, Theathcal Costume and Stage
Design. and Histosy of Ait Prospectus and
full information may be obtained from
ThE SECRETARY. ARTS DEPARTMENT. DARTINGTON HALL, TOTNES. S. DEVON
Telephone: Totnes 2271.
Appendix 10
Catalogue of the Second Exhibition of Modem Art.
May—June 1940.
DARTINGTON HALL
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SECOND
EXHIBITION
BEFORE CUBISM
NEGRO ART
CUBISM AND CHIRICO
THE BARN-STUDIO
The second exhibition arranged by the Art Studios
shows the situation at the beginning of the 20th century,
known in the history of Art as Cubism. Cubism is not a new
religion or a new philosophy; it Is simply a nickname coined by
Guillaume Apollinaire from a comment by Matisse on a picture
of Braques, "too many little cubes." Guillaume Apollinaire
seized upon the phrase and cubism received its label.
By the beginning of the century Impressionism,
which had Its origins in a purely scientific and rational approach,
was no longer found to be satisfying. The origin of cubism
lay in a two-fold revolt from the Impressionists. In the
first place, the cubist painters were influenced by Cezanne
and in the second place by negro art and sculpture. Cezanne
in his own revolt from the impressionists had endeavoured like
Leonardo da Vinci to create something solid. it was believed
that there was a canon of beauty which could be achieved by
the use of geometrical forms. By emphasizing and exaggerating
these geometrical forms Cezanne achieved a kind of deforma-
tion of nature. When their turn came the cubists perceived
this accident of deformation of Cezannes and saw that
an exactly similar result had been arrived at in negro art.
The psychological condition of the time was prepared to accept
this deformation of nature as a new aesthetic pleasure. In its
later development cubism Increasingly departs from nature and
cultivates shapes and forms for their own sake.
In the present exhibition we show the progress
which took place after the end of impressionism through cubism,
towards abstract painting.
The Italian Chirico was also In revolt against
Impressionism, but he did not cut the objects in facets, he
emphasises the symbolical and poetical qualities of the objects,
and thus prepares the way for the next movement: Dadaism
and Surrealism.
To sum up, the pictures here presented show
what might be called a poetic revolt from the materialist
outlook of the 19th century.
We are again indebted to Mr. Roland Penrose and
Mr. E. T. Niesens, and also to Mr. and Mrs. Elmhirst and Mr.
Sigurd Leeder who have lent the pictures from their collection.
Pen and Ink
Crayon
Pen and Ink
- . - Pen and Ink
Pencil
-	 Pencil
- Water Colour
Wood & Metal
Wood
Wood
Wood
Wood
Wood
Oil
Wood
- Pencil - Ink
Wood
Metal
Wood
Wood
Wood
BEFORE
CUBISM
MAGIC ART
AND ITS
INFLUENCE
UPON
WESTERN
ART
Oil	 CUBISM
Collage
...	 Collage
£Adn
Before Cubism - Negro Art - Cubism and Chirico
12th MAY 9th JUNE
	
Week-days 3 p.m.---6-30 p.m.	 Sundays 11 a.m.-1 p.m.
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
PICASSO. Pablo
Born 1881—Spani5h
,,
I,
FRESNAYE, Roger de
(1885-1925) French
PICASSO, Pablo
Negro
,,
PICASSO, Pablo
Negro
MODIGLIANI, Amedeo
(1884-1920) French
Negro
,,
'p
'p
BRAQUE, Georges
Born 1882—French
'p
LAURENS, Henri
Born 1883—French
Harlequin and Dancer
Mother and Child
Nude
Head...	 . - -
Nude (19111
Nude (1910)
L Homme Nu Assis
Mask	 . - -
Mask
Mask
Mask. -.
Mask
Mask
La Danseuse Negre (1907)
Mask...	 - -.
Nude
Spoon
2 Figures	 . - -
Figure
Figure
Figure
Still Life (1931)
Le Compotler (1913)
Still Life (1918)
Water Colour CUBISM
Pencil
Oil
Oil
Oil
Water Colour
Collage
Oil
Pencil
•	 Pastel
Oil
Oil
Charcoal
Oil
Oil
Oil
Oil
Pencil
Oil
Oil
Oil
SYMBOLISM
and POETRY
Oil
Oil
LEGER, Fernarid
Born 1881—French
GRIS, Juan
(1887-
I,
PICASSO, Pablo
'p
p.
p.
pp
p.
GRIS, Juan
PICASSO, Pablo
,,
de CHIRICO, Giorglo
Born 1888—Italian
I,
'p
I,
'p
p.
'p
I,
I,
'p
25. Figure with Flowers (1921)
26. Figure in Armchair (1920)
27. Still Life (1921)
28. Still Life (1912)
29. Portrait de M.Uhcle (1910)
30. La Danse
31. Still Life
32. La Femme Verte (1909)
33. Harlequin
34. Still Life
35. La Citron (1914)
36. Women with Mandollna
37. La Revoke du Sage (1916)
38. L'lncertltude du Poete (1913)
39. Portrait dApolllnalre
40. La Portrait de LArtiste
41. Le Tourment du Poete (1914)
42. lnterleur Metaphysique (1917)
43. La Surprise
44. La Salut de L'Ami Lointain
45. La Poete et le Philosipha (1913)
46. La Melancolie du Depart (1915)
47. La Mort d'un Esprit
48. Interleur Metaphyslque
49. L'Ange JuIf 11(1916)
ARTS DEPARTMENT, DARTINGTON HALL. TOTNES. S. DEVON
Telephone: Tothes 2271.
